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ABST:RACT 
This study sets out to develop a framework for the analysis of a school 
subject and uses as a focal study the NAC drama syllabus developed in 
1994. Drawing in the main on Basil Bernstein's theory of curriculum, an 
analysis is made of how a syllabus is constituted through recontextualizing,. 
using the theoretical concepts of voice and identity, classification and 
framing, and hierarchy. The discourses that have been recontextualized in 
the formation of the syllabus are identified. Two sets of discourses are 
identified: educational policy discourses (namely the discourses of 
progressivism, utilita~ianism and reconstruction and development) and 
educational drama discourses. The specialization of voice in the syllabus 
marks out the academic identity, and is an indicator of educational drama 
discourses evident in the syllabus. The specialization of identity marks out 
projected social identities, indicating the recruitment of educational policy 
discourses in the constitution of the syllabus. 
The field in which the syllabus is constructed is also examined, which 
following Bernstein is defined as the recontextualizing field. The syllabus 
writers, located in this field, act selectively on the educational policy and 
educational drama discourses in constituting the syllabus. The rules for 
selection in the development of the syllabus are examined, and these are 
related to the syllabus writers' situation within the recontextualizing field. It is 
argued that the syllabus writers are positioned subordinately within the field, 
and that this factor to a large extent regulates the operation of educational 
policy discourses as rules for selection in the drawing up of the syllabus . 
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CHAPTER ONE: INTRODUCTION 
1.1 Locating the study 
This thesis is set against a highly active period ·of curriculum construction in 
South Africa. With the aim of revising the entire education system, the state 
has set in motion the National Qualifications Framework (NQF) which has as 
its main purpose the integration of education and training and the 
establishment of outcomes-based education in all institutions of learning. In 
accordance with the NQF's proposals, the National Education Department 
published the Curriculum Framework for General and Further Education and 
Training in 1996. In terms of the NQF and this framework new syllabuses are 
currently being devised in the education dep~rtments at both national and 
provincial levels. Stakeholder participltion in the process is emphasized, and 
members of different education sectors (including teachers, teacher unions, 
NGOs, and so forth) are currently engaged in determining outcomes for their 
subj~ct areas. 
The concentrated activity in devising new curricula for a "new South Afr,ica" 
did not begin with this process in the education departments in 1996. With 
the demise of apartheid, educationalists embraced the idea of a "fresh start .. , 
and outside of education departments, several projects aimed at developing 
new curricula were undertaken. I use as a focal study .in this thesis the 
drama syllabus contained in one such curriculum document: the National 
Arts Coalition's (NAC) Syllabus Proposals For the Creative Arts: Dance, 
Drama, Music, Visual Arts. The NAC drama syllabus was formulated by a 
group of educational drama practitioners, including teachers and academics, 
in the Western Cape in 1994. The NAC document was written as a 
submission to the Western Cape Province Arts and Culture Task Group's 
(WESTAG) policy document, formulated by a voluntary task group under the 
auspices of the Ministry for Education and Cultural Affairs. 
1.2 Rationale 
My interest in examining the constitution of the NAC syllabus was sparked by 
attending, with the status of 'observer', a series of meetings in the Western 
Cape Education Department (11,109/96, 11/10/96 and 25/11/96), at which the 
Learning Area Committee for arts (including art, drama, dance and music) 
. ... .... ·~. 
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was engaged in the process of drawing up syllabuses ("learning 
programmes") in terms of the new curriculum framework. It became clear 
during this process that the educational policy discourse of the NQF 
determined · to a large extent the way in which syllabuses were being 
v 
constructed. 
In the course of attending these meetings I encountered the National Arts 
Coalition (NAC) document. It was clearly influential at the meetings, and it 
was suggested by many participants that it be used in the contemporary 
process of syllabus design. The syllabus, which was written in 1994, just 
after the elections, appeared to reflect the spirit of that time, with an 
emphasis on multi-culturalism, nationhood, and democratic idealism. I was 
interested in the way in which policy discourses circulating at the time of the 
making of the syllabus had come to shape the syllabus text. The syllabus 
had been developed outside the state educational departments and thus 
was not bound directly to the imperatives of the state (as appears to be the 
case with the NQF and the current process). 
The NAC document consists of four separate syllabuses, for dance, drama, 
music and visual arts. My decision to focus on the drama syllabus in this 
document was informed by my interest in and study of educational drama. It 
was also informed by the fact that drama as a subject has not been firmly 
established within the formal schooling system in South Africa. In the past, 
the subject has in many ways run contrary to the economic and political 
imperatives informing educational policy in terms of subject status and 
priorities. I was therefore interested in how the development of the NAC 
syllabus related both to the educational drama discourses and to the 
educational policy discourses circulating at the time of its construction. 
1.3 Research question 
As a result of my interest in the relationship between QOiiC;i discourses and 
syllabus development, and my exposure to the NAC syllabus document, the 
focus of this research project is on developing arJ_ analytic framework for 
examining how a particular syllabus is constituted. 
In surveying the literature on curricul~m. I found little evidence of analyses 
that examined the constitution of syllabuses. However, the work of 
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sociologist Basil Bernstein, and in particular his notion of recontextualization, 
appeared to provide a fruitful means for developing a critical approach to the 
analysis of the syllabus. Recontextualizing describes the process whereby a 
discourse1 is delocated from its substantive practice and context and 
relocated within a new discourse ac~ording · to principles of selection, 
ordering and focusing (Bernstein, 1990:184). This theoretical approach 
presents a way of analysing the constitution of a syllabus as a selection fr:om 
discourses circulating in the field in which it is constituted. Thus I framed my 
research focus: an analysis of the constitution of a syllabus, in this case the 
NAC drama syllabus, through recontextualizing. 
1.4 The study 
In the thesis I use the NAC drama syllabus as a focal study to dev~lop a 
framework for the analysis of the syllabus itself and how it is constituted 
-...... 
through recontextualizing. I use Bernstein's concepts o~ voice and identity to 
analyse the syllabus and to identify the discourses that have been 
recontextualized in its formation. I isolate two sets of discourses circulating 
in the field in which the syllabus is constructed: the educational policy 
discourses (namely the discourses of· progressivism, utilitarianism and 
reconstruction and development) and the educational drama discourses. 
The 'field' in which the syllabus is constructed, is the recontextualizing f.ie'ld, 
following Bernstein's theory. This field comprises two separate fields: the 
official recontextualizing field (OAF) (in short the bureaucracy), and the 
pedagogic recontextualizing field (PRF) (all interested educational actors, 
except officials). 
The syllabus authors, situated in the PRF, act selectively on the educational 
policy and educational drama discourses circulating in the recontextualizing 
field in constructing the syllabus. This patterning and prioritizing of 
discourses raises the question of rules for selection, i.e. what regulates the 
choice of discourses for recontextualizing in the constitution of the syllabus. 
In the analysis, I examine how the educational policy discourses, to a large 
extent, regulate the ru'les for selection. 
1 By discourse I mean the systematic and regulated character of knowledge and practices which 
delimits the sayable, what counts as truth and the identities or positions made possible. 
........... 
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In the final phase of the analysis I explain the operation of the rules for 
selection. I argue that the way in which the rules for selection operate is 
related to a number of factors, an important one being the syllabus writers' 
subordinate· positioning .in the recontextualizing field. Due to drama's low 
status ·as a school subject, and the syllabus writers~ location in the PRF, the 
educational policy discourses to a large extent regulate rules for selection in 
the making of the syllabus. The syllabus authors endeavour to give drama as 
a subject greater significance and legitimacy by foregrounding ways in which 
drama serves the purposes and values defined in educational policy 
discourses. 
In summary, this study sets out to analyse the constitution of a syllabus 
through the recontextualizing of discourses circulating in the 
recontextualizing field. It also examines the rules for selection in this process 
and how these rules operate. Using as a focal study .a drama syllabus 
created in South Africa in 1994, in the PRF, the study also considers the time 
and place of the writing of the syllabus for the selection of its content. 
This Chapter {Chapter One) provides a rationale, defines the focus of the 
research, and gives an overview of the dissertation as a whole. 
In Chapter Two, the literature review, I examine critical approaches to 
curriculum, particularly to curriculum texts, in order to assess the existing 
research on the analysis of the constitution of syllabuses, and to locate my 
own study in relation to these. 
In Chapter Three, I describe the theoretical notions I have used from 
Bernstein's work on curriculum, and outline the analytical framework I have 
employed in this study. 
Chapter Four comprises the analysis and discussion of the data - the NAC 
drama syllabus - which is refracted through the notions of voice and identity 
in order to isolate the discourses that have been recontextualized in the 
developing of the syllabus. 
In Chapter Five I analyse the recontextualization of educational drama 
discourses and educational policy discourses in the constitution of the 
syllabus. I provide an overview of these two sets of discourses and consider 
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why they were salient at the time of the syllabus' making, and examine how 
the discourses are recruited for recontextualizing in its constitution. 
In Chapter Six I analyse the rules for selection in the constitution of the 
syllabus. On the basis of data from policy papers and statements, I describe 
drama's subordinate positioning within the recontextualizing field due to its 
low status as a school subject. I argue that the syllabus writers draw on 
educational policy discourses as rules for selection as a strategy to 
overcome this subordination and to legitimate the establishment of drama as 
a subject in the school system. 
Chapter Seven concludes the thesis, prov.ides a summary of the study and 
indicates some of its limitations. I also point to possible further research 
based on the analytical framework set up in the thesis. 
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CHAPTER TWO: LITERATURE REVIEW 
2.1 Introduction 
The focus of this research has been identified as the analysis of the 
constitution of a syllabus through recontextualizing, using as a focal study a 
drama syllabus constructed in 1994. In this chapter I will review some of the 
literature dealing with critical approaches to the constitution of syllabuses, 
and more broadly, curriculum. I make the distinction between syllabus and 
curriculum because it is one that is made repeatedly in the literature. 
Stenhouse (1980:11) asks "what is curriculum as we now understand the 
word? It has changed its meaning as a result of the curriculum movement. It 
is not a syllabus - a mere list of content to be covered". As part of this 
curriculum movement, Wexler (1987) defines curriculum in the broadest 
sense of the new sociology of education as belonging to the domain of 
cultural theory. Muller argues that the "problematic of the curriculum so 
conceived is that of the production and distribution of socially-relevant 
knowledge, and the way such processes are shaped by social and political 
forces" (1996b:184). This raises a number of questions and critical 
approaches to the curriculum that are commonly addressed: the relationship 
between school and work, knowledge and skill; the question of how 
curriculum can and should relate to identity construction and citizenship; the 
social construction of school subjects; and the relation between knowledge 
and curriculum on the one hand, and bureaucracy, democracy and the state 
on the other. 
These issues have resulted in a large body of literature, referred to by Pinar 
(1975) as "curriculum theorizing", which refers to the different values and 
methods used to portray and theorize the curriculum. Although maintaining a 
commitment to transform or reconceptualize the existing curriculum field, the 
emphasis is on reflection and theorizing rather than on the production of 
documents, curriculum plans or theories. 
The work of curriculum theorists is, however, invaluable to those engaging in 
curriculum research, in that it provides a range of perspectives and analytical 
tools with which to engage in the study of curriculum. Critical curriculum 
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theory provides an overarching framework within which specific approaches 
to curriculum can be located. This is the case in this study as, using 
Bernstein in the main, I examine the socio-political influences (as manifest in 
educational policy discourses) on curriculum. 
The literature review consists of four sections. In the first section I review 
some of the work in the area of curriculum design and development. 
Although the purposes and approach of this work differs from this those of 
this study, a large portion of the literature concerned with the written 
curriculum is devoted to this approach (i.e. "how to" develop and design 
curriculum). In the second section I review a sample of the literature on 
critical curriculum theory, particularly those authors who examine how socio-
political relations are reproduced in the curriculum. In the third section, I 
review some of the critical approaches to the written curriculum, and 
examine how the analyses of syllabuses and textbooks, and the study of 
school subjects take up the issues raised by critical curriculum theory in 
relation to specific texts. In the fourth section I review some of the literature 
on policy and curriculum, thus locating the specific approach that is taken in 
this study which examines educational policy discourses as manifestations of 
the socio-political influences on curriculum. 
Aside from the review of literature in the areas of critical curriculum theory 
and policy and curriculum, the focus of this literature review is on the written 
curriculum, or as Goodson (1991) terms it, the 'curriculum as prescription'. 
In the literature there appears to be a minority of studies which engage 
directly with the written curriculum (particularly syllabuses). The reason for 
this is that many educationalists dismiss the written curriculum as having little 
or no impact on the practice of teaching, or on the assessment that comes at 
the end of a course of study. Regarding the syllabus as curriculum is 
perceived as taking a limited, rational and technocratic approach to a field of 
study-that is organic, unpredictable and dependent on the actions of human 
agency (teachers, learners and so forth). Cornbleth is one of the most 
vociferous critics on curriculum analyses that focus on the written curriculum: 
Critical empirical studies of curriculum and efforts to reform curriculum 
consistent with values of human possibility and social justice have tended to 
focus in curriculum documents such as syllabi and textbooks rather than 
curriculum practice ... There must be greater attention to context and 
contextualized social processes (Cornbleth, 1990:198). 
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Most of the literature does in fact focus on practice., that is when the syllabus 
enters the classroom, and the autonomy of the school and of practice is 
celebrated throughout the critical writings on curriculum. Goodson (1991) 
however, emphasizes the importance of examining the prescriptive 
curriculum, in developing a social constructionist perspective of curriculum: 
... the written curriculum, whether as courses of study, syllabuses, guidelines or 
textbooks, is a supreme example of the invention of tradition; but as with all 
tradition it is not a once-and-for-all given, it is a given that has to be defended, 
where the mystifications have to be constructed and reconstructed over time. 
Plainly if curricUlum theorists ignore the history and social construction of 
curriculum, such mystification and reproduction of 'traditional' curriculum form 
becomes easier. An important stage, then, in the development of a social 
constructionist perspective is the production of a wide series of studies on the 
social construction of the prescriptive curriculum (Goodson, 1991 :179), 
and goes on to say that: 
For only what is prepared on the drawing board goes into the school and 
therefore has a chance to be interpreted and survive ... clear parameters to 
practice are socially constructed at the preactive level. Practice in short is 
socially constructed at the preactive and interactive levels (1991 :180, emphasis 
in original). 
I focus in this literature review on studies of the written curriculum. This is not 
to deny the importance of curriculum as practice, or broader notions of 
curriculum, However, this study is an analysis of syllabus in the preactive 
stage, that is curriculum as prescription. 
2.2 Curriculum design and development 
Much of the literature on curriculum deals with curriculum planning, and 
models or guidelines for the task of constituting a curriculum. There is a large 
body of literature concerned with ways of planning and developing 
curriculum, as opposed to analysing what is existent. There are a numerous 
models and checklists provided by a number of writers, arguing for ways of 
improving the curriculum. Few however provide models. for analysing the 
curriculum as it is. Some of the models for the construction of a syllabus 
could be seen as models for the analysis of a syllabus, however they do not 
take into account the ideological strands underlying a syllabus nor the 
function of discursive conditions and offer very little insight into the socio-
political nature of the constitution of curriculum. They are generally 
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mechanistic, linear, rational models concerned with the setting out of aims, 
goals, and objectives. Walker and Soltis (1986:83) state, however, that 
although "there are no firm conclusions about the aims of education, there is 
much to be learned from studying and thinking about them". 
One of the most commonly cited examples is that of Tyler and the well 
established and widely used Tyler Model which first appeared in his book 
Basic Principles of Curriculum and Instruction (1949}. The model describes 
how to build a curriculum by posing four questions: ·what educat,ional 
purposes should the school seek to attain?', ·what educational experiences 
can be provided that are likely to attain these purposes?', 'How can these 
educational experiences be effectively organized?', 'How can we determine 
whether these purposes are being attained?'. In short the model takes into 
account Aims and Objectives, Content, Organisation, and Evaluation 
(Lawton, 1973:13). The model has, however, come under severe criticism as 
a technocratic, linear view of curriculum. Olson states that schools "persist in 
using curriculum models grounded in technical rationality (for example Ty.ler's 
model) because they fit well with the bureaucratic organisation of schools" 
(1989). One of t_he main reasons why this t~pe of view of curriculum and this 
way of planning has come under attack is because there remain severe 
discrepancies between curriculum documents and curriculum practice 
(Cornbleth, 1990:18), and there is a shift away from viewing curriculum as a 
product to viewing it as a process. Cornbleth also states that "there is also 
evidence that the curriculum products produced under the umbrella of these 
models are not widely used or used as intended by their developers" 
(1990:15). 
A different, and less mechanistic approach. is the situational analysis model 
which takes 'context' into account in the planning process. This analysis 
involves reviewing (external) broader contextual issues and (internal) school 
envir-onment issues, and then planning curriculum from there. Reynolds and 
Skilbeck (1976) argue that this process is really one of cultural analysis. 
Soliman et al (1981) have developed a 'situational analysis checklist' 
covering such factors as societal and cultural values and expectations, 
resources and finances, educational system requirements, content, forms of 
knowledge, internal factors, and learning processes. 
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Breen (1987) takes a different approach to syllabus design, analysing a 
number of paradigms of syllabus design. His focus is on language syllabuses 
and he argues that there are a range of requirements to which syllabus 
designers must be responsive. In order to meet these requirements the 
syllabus designer constitutes a syllabus ac·cording to four organizing 
principles of focus, selection, subdivision and sequencing. In analysing the 
syllabus types, he poses the following questions: what knowledge does it 
focus upon and prioritize?, what capabilities does it focus upon and 
prioritize?, on what basis does it select and subdivide what is to be learned?, 
how does it sequence what is to be learned?, and what is its rationale? 
Throughout his discussion he relates how the selection, sequencing, and 
focus of the subject relate to the subject itself. For example, in discussing the 
formal syllabus design, he states that "the formal syllabus is organised in 
ways that, as directly as is feasible, reflect the organisation or 'logic' inherent 
in the language itself" (pg. 85). 
The questions that Breen raises have relevance to this study as I pose 
similar questions in analysing the constitution of the syllabus. However these 
are taken up through the notion of recontextualizing. Breen considers how 
the way in which the syllabus is constituted is linked to the intrinsic nature of 
the subject itself, namely language, and does not deal with extrinsic factors 
such as the discursive and ideological conditions of the place and time in · 
which the syllabus is shaped. It must also be remembered that Breen is 
analysing designs for syllabuses, and not syllabuses themselves. 
2.3 Critical curriculum theory 
In the 1960s and 1970s a new approach to the sociology of education arose 
particularly in Britain and to a lesser extent in the United States. 
Educationalists like Michael Young and Basil Bernstein undertook "a 
systematic study of the curriculum as the organised and codified reflection of 
societal and ideological interests" (Sadnovik, 1991 :48). Their approach 
critically examined curriculum not merely as an organisation of school 
knowledge, but also as a social and political construction. Integral to the 'new 
sociology of education' was the belief that the "sociology of education is no 
longer conceived as the area of enquiry distinct from the sociology of 
knowledge" (Young 1971 :3). 
11 
The new direction in the sociology of education was largely a response to the 
economic determinism of Bowles and Gintis (1976), which viewed schooling 
in direct correspondence to the capitalist relations of production. New 
sociologists of curriculum and pedagogy sought to understand the degrees 
of autonomy in schools, as well as the sp~cific ways that schooling is related 
to larger social, political and economic conditions. School knowledge is 
therefore viewed as being produced by human subjects operating in specific 
social contexts and thus underpinned by the political, economic and 
ideological interests within that context. This conception of curriculum is 
articulated by many of the authors engaged in current curriculum theorizing. 
Goodson, Meyer and Apple affirm that 
curricula are not simply there, natural objects that arise from the accumulated 
wisdom of the past. Rather, curricula are often the results of political settlements 
and compromises over what is important to know (1991 :3). 
They go on to describe the profoundly social nature of the curriculum; that 
curriculum must be conceived of socially, that it must be thought about in 
terms of the relationship between knowledge and power. Thus what is 
selected as legitimate knowledge, how it is organised, what its means and 
ends are, and to whom it is taught, is dependent on social relations both 
within the education system and between education and other sectors of 
society. The question of power is thus raised: whose interests are embedded 
·in the curriculum, and through what cultural and political processes is the 
dominant discourse articulated through the curriculum? 
Bernstein's well-known paper on the classification and framing of educational 
knowledge was first published in Knowledge and Control (Young, 1971 ). 
Here he argues that changes in the curriculum are part of the larger question 
of changes in the structure of cultural transmission. This paper begins with 
the celebrated statement that: 
How a society selects, classifies, distributes transmits and evaluates the 
educational knowledge it considers to be public, reflects both the distribution of 
power and the principles of social control (Bernstein, 1975:85). 
In this statement Bernstein points a way towards analysing curriculum, in 
order to understand the processes of knowledge construction, and to 
address some of the questions raised by the critic~! curriculum theory 
instigated by the new sociologists of education. 
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Young (1971) in Knowledge and Control, suggests "new directions for the 
sociology of education" (the sub title of the book). One important direction to 
which he draws attention is that it is the status of knowledge which is 
necessarily implicated in any consideration of the power of definition in 
respect of what counts as knowledge. The dominant characteristics of high-
status knowledge are identified, and attention is drawn to the implications of 
the stratification of knowledge for the academic identities of educators and 
learners. 
Michael Apple, in Ideology and Curriculum (1979), claims that the primary 
function of schools is really "cultural reproduction", that is reproducing in 
each new generation the social patterns and power relations of the prior one. 
Schooling functions, he maintains, to reproduce and sustain an unjust, 
inhumane society and maldistribution of power. It helps those in power to 
maintain their power, and trains those without power to accept their 
underclass station in life. It does this in part by teaching a selective version of 
knowledge. A partial and biased set of facts is purveyed as the complete, 
neutral, objective truth. 
2.4 Critical approaches to the written curriculum 
In this section I review some of the more specific approaches taken to the 
curriculum, focusing on the written curriculum. There is very little evidence of 
work done in analysing syllabuses, specifically, but in many of the following 
studies syllabuses have implicitly been used in the analyses. I found no 
models pertaining to the analysis of the constitution of syllabuses directly 
and the general approach appears to be the examination of the content of 
the written curriculum in relation to social and political factors. 
2.4.1 Analyses of syllabus 
A sample of some of the literature dealing with the analysis of syllabuses 
through direct engagement with the documents will be discussed in this 
section. A number of approaches to the analysis of syllabus are examined. 
Ashley's (1982) focus in his analysis of Joint Matriculation Board syllabuses 
is on the "stimulation of a critical scrutiny of society" (pg. 369). Looking at 
literature and art, language, history and religious education, he focuses on 
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omissions in these syHabuses, and concludes that "existing syllabuses of 
the JMB leave out knowledge and learning experiences which are critical to 
the development of social awareness in pupils" (pg. 372). His analysis 
focuses largely on the content of the syHabuses and the lack of South African 
and African resources prescribed for learning. This results in syllabuses that 
are Christian, white and Euro-centrically oriented. 
Ashley's view that a "syllabus is interesting as much for what it leaves out as 
for what it puts in" (1982:372) is similar to the concept of the "null 
curriculum", which has been described as the curriculum that does not exist 
because it is left out. Kitshoff (1988) uses this notion in discussing religious 
education. Account of omissions is evident, too, in Anyon's (1979) study of 
United States histo.ry textbooks. Although not the focus of this study, I do 
refer to omissions in the focal study, particularly what changes and is left out 
from one level in the NAC syllabus to another. 
Harley (1989) in his doctoral thesis on the South African curriculum's relation 
to wider society (pre 1948), uses the Weberian concepts of class, status and 
party in analysing the school curriculum and society in a particular historical 
period. This is done within the overarching theory of relative autonomy with 
its roots in the Marxist tradition (pg. 65). Harley defines the curriculum, for 
the purposes of his study, as "the management of knowledge", and draws 
his data from material from a variety of official sources, including syllabuses 
and policy documents, in this way affording himself as researcher, an insight 
into the educational "atmosphere of the time" (1989:75). 
The work has relevance to my own in that it uses specific analytic tools in 
order to understand how syllabuses were constituted in relation to the time 
and place of their making. However, Harley uses the tools in a different way, 
"comparing features of the curriculum made available to specific groups with 
the social position of those same groups in respect of class, status and 
party" (pg. 73). 
The marking out of identities, particularly in terms of race and gender, 
through curriculum has been extensively researched. Most of these studies 
have focused on curriculum as practice. Auerbach (1965) presents an 
interesting, early example of the analysis of the written curriculum in his 
study of the history curriculum in South Africa. Analysing syllabuses and 
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textbooks, he found representations of institutionalized racism with blacks 
being portrayed as representing danger and threat. In his analysis of 
syllabuses, Auerbach subjects the texts to a grading in the follow:ing 
categories:- biased wording, lack of balance, falsification, assumed 
superiority, inadequate appreciation of others, and .bias created by omission. 
He also defines the qualitative data quantitatively by comparing the 
percentage of text devoted to South African history, to the percentage of 
general (mainly European) history. 
Several authors analyse syllabus documents through an examination of the 
discrepancies between what is set out in the syllabus and the examinat~ions 
that follow the course of study. In discussing the history curriculum in South 
Africa, Van den Berg and Buckland (1983) point out the rhetorical natu~e of 
the syllabus: 
The official aims of the core syllabus serve largely a rhetorical function, so that if 
they were removed it would probably make no difference to the syllabus at all. 
Taken further, one may well imagine one type of content and emphasis being 
formally laid down in the syllabus while the examination is so constructed that it 
tests other things - that is the examination serves to subvert the rest of the 
syllabus and comes to replace the official aims that have been laid down (pg. 
34). 
Sieborger, Kallaway, Bottoro and Hiscock (1993) also examine the 
disjunction between syllabus and assessment in the history curriculum. Two 
history examination papers (the former DET and former NED Higher Grade 
History Senior Certificate examinations) are analysed and the authors 
conclude that, although based on the same core syllabus, the papers 
represent two completely different approaches to understanding and 
interpreting history. The authors also conduct an analysis of 1987 - 1989 
Senior Certificate history HG examination papers, by examining the type of 
questions set, the selection of content, and technical and procedural 
problems. Their conclusion is once more that there is a disjunction between 
syllabus aims and the Senior Certificate examination. They envisage a 
syllabus that gives appropriate methods of assessment for each of its aims 
and conclude that "if public confidence is to be placed in Senior qertificate 
history examinations, they need to be more professionally constructed, 
shredded, scrutinised and properly moderated" (Sieborger et al, 1993:228). 
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Joffe (1993) also points to the failure of syllabuses to give any indication of 
how assessments should be devised and carried out :in order to address the 
"laudable sentiments" of syllabus approaches and activities (pg .. 232). 
2.4.2 Analyses of textbooks 
There is a considerable amount of literature on the analysis of textbooks, 
particularly in the US, where state control of textbook publishing puts it in a 
powerful position to influence what counts for official knowledge and the wide 
dissemination of this knowledge. Considerab'le emphasis is placed in the 
literature on textbooks. This is probably because syllabuses are generally 
short and concise, and although containing details about objectives, content, . 
assessment and sometimes methods and resource recommendations, 
textbooks are more detailed. A lot of the literature around textbooks, as with 
syllabuses, applies to the curriculum in use. i.e. the focus is again on the text 
once it enters the classroom. A number of checklists have also been 
developed for assessing textbooks, including those by Eraut (1975), Piper 
(1976) and Gall (1981 ). 
In countries where only state-approved textbooks are used, publishers avoid 
controversial issues like race, gender and class so as to maintain high 
volume sales (Apple, 1993). Lorimer and Keeney (1989) state that in this 
regard textbook publishers "stimulate and shape demand and constrain the ' 
choices available to the consumer" (pg. 19). .r: ~ 
Anyon (1988) undertakes an analysis of the politi~~l and ecmnemic'c.\tent of;!,; 
social studies textbooks and argues that "the textbooks provide conceptual 
legitimacy to US social arrangements by omitting social conflict, 
misrepresenting the realities Gf economic participation, disguising er 
rationalising political and· economic power and privilege, and censtraining 
appreved methods of dissent and social change" (pg. 185). Dewling (1994), 
using a case study of textbooks in the UK, shows how the recontextualization 
of "everyday" content into maths texts hinders rather than helps the 
acquisition of maths for working class children. Flanagan's (1985) study of a 
selection of primary school textbeeks in use in Natal argues that these are 
saturated with assumptions and selective views of reality. 
·.· .... ··. 
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2.4.3 Study of school subjects 
Another approach to curriculum research is a recent trend to give attention to 
specific school subjects in order to examine the nature of curriculum change. 
One of the leading researchers in this area is Goodson, who emphasizes the 
importance of a socio-historical approach to the study of school subjects. In 
his book School Subjects and Curriculum Change (1987), Goodson 
undertakes a series of historical case studies of three school subjects: 
biology; geography and rural studies. His analytic approach entails an 
examination of the process by which each of these fields of study evolved 
into school subjects, and the issues, conflicts and compromises which 
occurred in the promotion of these subjects. He states that "much of the 
curriculum debate can be interpreted in terms of conflict between subjects 
over status, resources and territory" (1987:3) Goodson stresses the 
importance of the socio-historical approach to curriculum studi~s. 
Popkewitz also emphasizes a socio-historical approach to studying school 
subjects in the introduction to the volume The Formation of School Subjects: 
By looking at how our practices have been shaped by the particular struggles to 
define the American school curriculum, we can better understand not only the 
possibilities open to our predecessors, but the social context of power and 
discourse which made the actual directions taken as plausible paths to follow. 
We can appreciate how particular social values are made into ideologies; how 
the assumptions and debates of a particular segment of American society 
become taken-for-granted. The study of the .past may also enable to consider 
the possibilities of our own situation (Popkewitz: 1987:x). 
Hargreaves (1989) takes a similar approach, stating that 
school subjects are more than just groupings of intellectual thought. They are 
social systems too. They compete for power, prestige, recognition and reward 
within the secondary or high school system (pg. 56). 
In his socio-historical analysis of the subject English in the UK, Ball (1990) 
draws on a number of Board of Education papers, syllabuses and 
memorandums in reconstructing the development of the subject. A number 
of paradigms are evident at any one time in the history of the subject, all 
struggling for ascendancy. Ball emphasizes that at the level of the school, 
the paradigm positions that are adopted are dependent on individual 
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teachers and their allegiances. He thus ·calls into question the power of 
specific curriculum paradigms to define the nature of the school subject 
Other work that has contributed to this field includes that of Smith .(1984), 
Ball (1984) and Reid (1984). This thesis ~raws on the approach to analysing 
curriculum by engaging in specific school subjects from a socio-historical 
perspective in the historical description of the development of the school 
subject drama in Chapter Five, and in the overview of the promotion of the 
subject drama in Chapter Six. 
2.5 Policy and curriculum construction 
As part of the analysis in this study, I examine how policy discourses to a 
large extent determine how the syllabus is constituted. I therefore provide a 
review of some of the literature that pertains to this issue. 
It is clear from a survey of the literature that state policy plays an important 
role in the constitution of curriculum. In Popkewitz's (1987) The Formation of 
School Subjects, the authors focus on how school content is shaped and 
fashioned by issues located in the larger structure of power. Apple (1993) 
states that: 
the means and ends involved in educational policy and practice are the result of 
strategies by powerful groups and social movements to make their knowledge 
legitimate, to defend or increase their patterns of social mobility, and to increase 
their power in larger social arenas (Apple, 1993:1 0). 
However, the relationship between policy and curriculum is generally defined 
in terms of a struggle. Muller and Taylor (1995) assert that: 
The curriculum embodies the values and practices of the dominant [social] 
group at its most powerful. It is always the result of a process of struggle. It is 
always also related to the broader field of power in society at large. This is a 
-precarious position. It needs to be defended by continuous struggle, though this 
struggle is usually deeply embedded in the conventions and niceties of the field 
in question. Thus every redescription represents a site of struggle where 
rival groups battle for control of the transaction of legitimate definition or 
practice (1995, 209 Emphasis in original). 
Weiler (1993) uses as a case study the Federal Republic of Germany to 
show how the state has powerful accumulation and legitimation imperatives 
to satisfy, and how curriculum is usurped to a large extent by the state in 
._ ........ 
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order to satisfy these objectives. The state keeps the participation of social 
groupings at a largely symbolic level and the rhetoric of participation serves 
to maintain its own legitimacy. 
There ls an extensive amount of literature on the rightist resurgence in 
education, particularly in 'Britain and the US, where conservative restoration 
and an increasing centralization of the education system have led to the 
bureaucracy, with its particular political discourse, gaining the upper hand in 
this struggle. Apple {1993) cites the US report Nations at Risk as a 
demonstration of the increasing power of conservative ideologies in the 
public discourse {pg. 122}. He points out that despite the rhetoric of "teacher 
development, co-operation and empowerment centralization, 
standardization and rationalisation may be the strongest tendencies" 
(pg.119). 
Dowling and Noss (1990), 'Ball {1993), and Goodson {1993) examine the 
. effect of the Conservative New Right on the National Curriculum 
implemented in the late 1980s in 'Britain. In particular they examine how the 
centralization of the curriculum ensured bureaucratic control over the way in 
which the curriculum was constructed. 
Kallaway (1984) demonstrates how apartheid policies related to a curriculum 
of racial differentiation. Even education reform strategies on the part of the 
apartheid government {e.g. de Lange) formed part of a strategy to preserve 
the status quo, and school people for their role in the apartheid capitalist 
hierarchy. 
But Apple (1993) asserts that the "powerful are not that powerful. The 
politics of official knowledge are the politics of accords or compromises. 
They are usually not impositions, but signify how dominant groups try to 
create situations where the compromises that are formed favour them" 
(pg.1 0). He describes how these compromises occur at different levels, that 
of political and ideological discourse, and the level of the school. Muller and 
Taylor (1993) also examine the formation of school knowledge at different 
levels, or within different domains. In examining the constitution of 
curriculum they describe how "social knowledge becomes validated as 
school knowledge" (1993:312). In doing this they examine the various 
'domains' (e.g. the domain of everyday life, the academic domain and the 
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bureaucratic domain) between and within which there are contestations for 
the validation of knowledge, which are linked to social interests. Since actors 
within these domains have unequal possession of control and command of 
the rules the outcomes generally favour "a particular configuration of 
interests" (Taylor, 1993:14}. 
Evans and Penney (1995) examine the proposals for the subject Physical . 
Education (PE) in Britain and investigate the impact of the 1988 Educat~ion 
Reform Act on the provision of PE in schools. They describe how the 
conservative political discourse of 'cultural restoration' reduces PE to sport 
and team games, thus obfuscating the broader curriculum aims and 
pedagogical intentions of the subject. This study has particular relevance to 
my own analysis in that it draws on Bernstein's notion of recontextualizing in 
order to demonstrate how what counts as the "off.icial pedagogic discourse" 
of PE is a result of the political discourse being recontextualized in :the 
constitution of the subject. They also ~examine the recontextualizing field 1in 
the constitution of the new proposals for PE, and indicate the weakness ,of 
the PRF against the OAF's imperat~ives for the subject. They describe how 
the state's "discourse not only limits the definition of the subject ... but also 
the identities of its teachers" (pg.187). 
2.6 Conclusion 
What my survey of the literature indicated was that the central concern in 
curriculum analysis is a broader concern with the development of curriculum 
and curriculum as practice. Very little work appears to engage with the 
written curriculum, in the structuring and content of individual documents. 
Critical curriculum theory provides broad approaches to the study of 
curriculum. These broad approaches, their ways of thinking about and 
conceptualizing the curriculum, necessarily influence detailed and specific 
apprgaches to the analysis of curriculum. In particular, Bernstein's structural 
analysis of curriculum offers a lens for viewing the socially constructed 
nature of curriculum. His theory provides insights and analytical concepts to 
engage in an analysis of a syllabus. 
In the literature review I have offered a sample of the approaches taken to 
analysing the written curriculum. It becomes clear that there is a paucity of 
literature dealing with the analysis of the curriculum as prescription, 
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particularly syllabus documents. In this thesis I attempt to prov1ide a 
framework for the analysis ·Of the constitution of a syllabus document, using 
certain theoretical notions from Bernstein, and informed by the literature 
reviewed fn this chapter. 
•; ..... · ... 
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CHAPTER THREE: THEORY AND METHODOLOGY 
The purpose of this research is to analyse the constitution of a syllabus. This 
I attempt to do by analysing the discursive conditions of the field in which the 
syllabus is produced, and examining how the discourses circulating at the 
time and place of the syllabus' construction are recontextualized in its 
making. In this chapter I give an account of the theory underlying the 
analytical framework of the thesis and the methodology I employed in setting 
about my analysis. 
3.1 Bernstein's theory of curriculum and pedagogy 
In setting up a framework for the analysis of a syllabus, I have drawn 
substantially on the work of Basil Bernstein. I begin with an overview of his 
approach to curriculum, and then go on to explain the specific concepts that I 
use in this study. (r 
Bernstein takes a sociological approach to the analysis of schooling and 
understands curriculum as a social and political construct. Bernstein's 
emphasis is thus on the "social nature of the system of choices from which 
emerges a constellation called a curriculum" (1975:80). He attemp~erslfow, 
at a theoretical level, the relationship between a particular symbolic order, 
and the selective organization, transmission and evaluation of knowledge. 
Bernstein maintains that this selection is intimately bound up with patterns of 
authority and control, and that "the battle over curricula is also a conflict 
between different conceptions of social order" (1975:81). 
In Bernstein's view, the structure and processes of school knowledge, 
transmission and practice consist of three parts, and these three parts form, 
and should be treated as, a whole. Bernstein states that "curriculum defines 
what- counts as valid knowledge, pedagogy defines what counts as valid 
transmission of knowledge, and evaluation defines what counts as a valid 
realization of the knowledge on the part of the taught" (1975:85). 
Bernstein's overall project can be described as an attempt to create a 
language which allows for the integration of macro and micro levels of 
analysis. He thus draws the connections between the micro processes of 
curriculum, pedagogy and evaluation in the school, and the macro processes 
. . ~ ...... ·~. 
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of power and class relations of the wider society. Bernstein's focus ·in his 
theory of curriculum is on social relationships, and how the social 
relationships reflected in the curriculum relate to the social relationships in 
broader society. Power and control are thus central to his analysis; as are 
the related concepts of classification and framing. Classification concerns 
the bounding of knowledge in the curriculum, and is about power; framing 
refers to the organization within these boundaries, and is about control. 
These concepts, together with those elaborated on below, provide a 
theoretical language facilitating the examination of the production of 
curriculum, and the structuring of curriculum. Both of these aspects are 
addressed in analysing the constitution of the NAC syllabus. 
3.1.1 The production of curriculum 
Recontextualization 
According to Bernstein the production of curriculum takes place via a 
process of recontextualization, whereby "knowledge passes through the 
educational system via a series of reinterpretations" (Muller & Taylor, 
1995:206). In the process of recontextualization, a discourse is delocated 
from its substantive context and practice, and relocated into a new 
discourse. In the process of 'delocating' and 'relocating', the discourse is 
modified by selection, simplification, condensation and elaboration. The 
discourse is thus repositioned and refocused (Bernstein, 1990:184). 
Bernstein provides a detailed analysis of pedago_gic discourse that presents 
a highly complex analysis of the recontextualization of knowledge through 
the pedagogic device. Bernstein's project isr to pose a model for examining 
the general principles underlying the "pedagogizing of knowledge" (1996.:39). 
Bernstein is concerned in this process with the 'relay' as opposed to the 
'relay-ed'. In other words, he is looking at the process whereby knowledge is 
transformed into educational knowledge. Bernstein defines the 'relay' as the 
pedagogic discourse, which is· the principle which removes (delocates) a 
) 
discourse from its practice and context , and relocates that discourse 
according to its own principle of selective reordering and focusing. The 
pedagogic discourse has no discourse of its own, but rather, 
Pedagogic discourse is a principle for appropriating other discourses and 
bringing them into a special relation with each other for the purpose of their 
selective transmission and acquisition (Bernstein, 1990:184). 
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The pedagogic device, which provides the "intrinsic grammar of the 
pedagogic discourse," (Bernstein, 1996:4_2), comprises a set of rules which 
can either enhance or restrict "the potential discourse available to be 
pedagogized" (ibid.). The rules of the pedagogic device regulate the way in 
which knowledge is transformed into educational knowledge. The pedagogic 
device has three rules: distributive rules, recontextualizing rules and 
evaluative rules. 
For the purposes of this study, I have focused on one aspect of the 
pedagogic d~Y,ice: the recontextu.aUzing""""'r:ules. Although the three sets of 
rules are interconnected, and one level is derived from the one before it, due 
to the necessarily limited nature of the study, I have extracted the 
recontextualizing rules only from the pedagogic device for use as an analytic 
tool in the analysis. 
The recontextualizing rules regulate the selection, ordering and focusing of 
knowledge as it is transformed into educational knowledge. These 
recontextualizing rules define the process whereby a discourse is taken out 
of its original context, is then modified, and reinserted into a new discourse. 
Therefore, it is possible to speak of the 'recontextualizing process' or 
'recontextualization'. 
The recontextualizing field 
The production of curriculum, through the process of recontextualization, 
takes place within a field. For the purposes of this study, 'field' can be 
defined as an analytic SP?Ce, constituted by circulating discourses, and 
struc-tured by specialized social relationships and practices. 
In terms of Bernstein's theory recontextualization occurs within the 
recontextualizing field. Bernstein states that it is "the recontextualizing field 
that generates the positions and oppositions of pedagogic theory, research 
and practice"(1990:61 ), and his analysis examines the dominant principles . 
and the constitution of positions, agents and practices within the field. 
~ . · ........... 
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Bernstein distinguishes between two fields within the recontextualiz,ing field: 
the official recontextualizing field (ORF) and the pedagogic recontextualizing 
field (PRF): 
The official recontextualizing field (OAF) includes specialized departments 
and sub-agencies of the State and local educational authorities together with 
their research and system of inspectors, in short the ~ureaucracy. 
The pedagogic recontextualizing field (PRF) includes all _ intere~ted 
educational actors (rather than officials) with an interest in the "circulation 
and reproduction of educational knowledge" (Muller & Taylor, 1995:203). It 
includes professional teacher organisations, academics, specialized media of 
education, like journals, and business organisations, schools and school 
teachers. 
---
Bernstein's interest is in the interplay between these two fields in the v:::=.-
recontextualizing of pedagogic discourses. 
,3.1.2 The structuring of curriculum 
As well as examining the production.of currtcul~rn. Bernstein's work also 
etters analytical t(i)els fer examining the str_ucturing o! , curriculum. As 
mentioned before, central to his theory of curricul~m are the concepts of 
classification and framing. Classification and framing in turn relat~ to the 
specializing of voi,ce and identity. In examining the structuring of curriculum, 
it is possible to discern certain hierarchies_ which emerge from the 
specialization of voice and identity and the classification and framing at 
different levels. I will take each of these concepts in turn in order to provide 
definitions for the terms Bernstein applies to the analysis of the structuring of 
curriculum. 
r 
Classification and framing 
Bernstein defines classification as ''the degree of boundary maintenance 
between contents" (Bernstein, 1973:68) and is concerned with the insulation 
or boundaries between curricular categories (areas of knowledge and 
subjects). The boundaries between everyday knowledge and academic 
to 
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knowledge can also be refe~red to in terms of classification1. Framing refers ~ 
to the location of control over the rules of communication. Furthermore, 
"frame refers to the degree of control teacher and pupil possess over the 
selection, organization, pacing and timing of the knowledge transmitted and 
received in the pedagogical relationship" (Bernstein, 1973:88). Framing has 
to do with the way in which the relationship between the teacher and the 
learner is set up; "strong framing refers to a limited degree of options 
between teacher and students; weak framing implies more freedom" 
(Sadnovik, 1991 :53). 
Whereas classification deals with 'relations be!ween' (~veryday knowledge 
and school knowledge), framing describes the 'relati~ns within': Thus framing 
is a means to analysing the extent to which the learner is able to bring their 
own texts (everyday knowledge) into the classroom to be used in the 
learning, and the degree of control the learner has in the sequencing, pacing 
and selection of the knowledge transmitted. 
Specialization of voice and identity 
The specialization of v~~ and id~-~re key concepts in my analysis of 
the syllabus. According to Bernstein, 'specialization' "reveals differences 
from, rather than commonality. It means that your educational identity and 
specific skills are clearly marked and bou~ded" (1975:81 }. 
'Voice' refers to the voice of the dis~ipline, i.e. the language, vocabul~ry and 
conventions associated with, and specific to, the subject discipline. The way 
in which voice is specialized in the syllabus is thus an indicator of the degree 
to which the academic identity is marked out. To give a brief example, in 
grade two drama the specialization of voice would be minimal, as everyday 
1sernstein describes these difference in terms of framing: "Thus we can consider the variations in the 
strengths of frames as these refer to the strength of the boundary between educational knowledge and 
everyday community knowledge of teacher and taught" (1975:206). Atkinson, referring to the same 
quotation, has argued that in practice "this latter aspect of boundary seems equally a matter of 
classification and frame, since it is often related directly to the relative purity and strength of the 
membrane of curriculum contents. Empirical research tends to reflect this overlap and ambiguity" 
(1985:136). I thus use classification to describe· the way in which knowledge is organised in the 
curriculum, and the way in wnich the relationship between the educational knowledge and the 
everyday community knowledge of the learners is delineated. Framing refers to the extent to which 
learners can bring their own everyday narratives into the classroom. 
· ..... ·•. 
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language would predominantly be used. In grade twelve drama, the 
academic identity would be clearly marked out In the use of the specialized 
language and conventions of the discipline of drama. 
In analysing the specialization of identity _I am examining the social identity, 
as opposed to the academic identity, that is projected through the syllabus .. 2 
'Identity' refers to the condition or quality of being a specified person and the 
syllabus projects certain identities for learners (other than the academic 
identity established through the specialization of voice). Identity in the 
syllabus focuses initially on what the learner is, (e.g. a learner in South Afr,ica 
with a cultural history, with a specific social identity), and secondly on what 
the learner will become, as a consequence of the learning that takes place 
(e.g. a citizen, a person in the workplace, a drama/theatre specialist). 
Examining the specialization of identity (i.e. the construction of specific 
identities for learners) allows for the exploration of what discourses have 
been recruited from the recontextualizing field in constructing the syllabus, 
as "identities ... face outwards to fields of practice and thus their contents are 
likely to be dependent on the requirements of those fields" (Bernstein, 
1996:68). 
The specialization of voice and identity is related to classification and 
framing. With the specialization of voice, there is a strengthening of the 
boundary between academic knowledge and everyday community 
. ' 
knowledge, and consequently strong classification of the subject. With weak 
classification (and weak framing), the identities established are likely to be 
derived from the everyday cemmunity of the learners, and there is a 
specialization of (the social) identity. 
The specialization of voice is an indicator of the academic discourses that 
are represented in the syllabus. The specialization of identity reflects the 
social discourses (which I will define later as educational policy discourses) 
recruited in the constitution of the syllabus. 
2whereas I make the distinction between 'voice' and 'identity', Bernstein makes the distinction 
between 'voice' and 'message'. ln his terms, the voice is the voice of the discipline, an'd the message 
is its specific realization. In terms of the subject drama, the dramatic voice can articulate in a range of 
different ways; through local plays, Brecht, story-telling, playmaking and so forth. All concern drama 
but each constitutes drama in a different way. In other words, different messages are drawn on to 
specialize the voice of drama in the academic identity. It is these messages which in my study 
construct social identity. 




Bernstein uses the notion of hierarchy in referring to the social relationships 
in schools. He states that "the educand !s seen as ignorant with little status 
and therefore few rights" (1975:82). The notion of hierarchy is also applied to 
an examination of the structuring of curriculum. Through an analysis of the 
curriculum in terms of classification and framing, and voice and identity, 
certain hierarchies emerge as a result of the way in which knowledge is 
organized. The concept of hierarchy in relation to the syllabus is used to 
describe how knowledge is distributed, how shifts occur in the classification 
and framing of the subject, and in the specialization of voice and identity at 
different levels. In the analysis I examine the hierarchical nature of the 
syllabus to reveal its logic. 
The analysis of the production of curriculum through the process of 
recontextualization, together with the recontextualizing fields and agents, is 
central to my analysis of how a syllabus is constituted. I also use analytical 
tools which examine the structuring of curriculum: classification and framing 
values, the specialization of voice and identity, and the examination of 
hierarchies. In the following section I describe my methodological approach 
to analysing the syllabus. 
3.2 Methodology 
The study begins with the analysis of the data. I use, as a focal study, the 
NAC drama syllabus constructed in 1994. In order to analyse the syllabus, I 
separate the text into three categories,. resources, modalities and skills, 
which com.prehensively describe the content of the syllabus. I examine the 
specialization of voice and identity that occurs in terms of these three 
categories. I examine the classification and framing of the subject, and also 
the hierarchies that are developed, evidenced through the sequencing of the 
syllabus, and the specialization of time (based on the age and cognitive 
development of the learners at different levels in the syllabus). 
By analysing the specialization of voice and identity I examine the academic 
and social identities that are determined at different stages in the syllabus. 
The specialization of voice establishes the academic identity and the 
· ....... ·~-
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specialization of identity projects social identities. The next step in the 
analysis is to isolate the discourses that are reflected in the identities 
established through the syllabus .. I select the discourses inductively through 
the analysis of the specialization of voice and identity in the syllabus. I 
identify two sets of discourses that act as reservoirs for recruitment in the 
constitution of the syllabus: the educational policy discourses, and the 
subject-specific discourses (in the case of the NAC syllabus, the 
discourses of educational drama). The educational policy discourses are 
"constituted by the dialectic between political and educational authority at 
national level" (Cox, 1984:376). I regard the educational poli~y discourses as 
manifestations of the socio-political confiQuration that informs the constitution 
of the syllabus, and relates to the time and place of the constitution of the 
syllabus (in the case of the NAC syllabus, South Africa, 1994). 
The specialization of voice is an il)dicator- oLthe __ su_bj~_ct;SRecific_disco.ur~_§ 
that are recontextualized in the constitution of the syllabus; the specialization 
of identity is an indicator of the recruitment of educational policy. discourses. 
Both sets of discourses circulate within the recontextualizing field and are V' 
available for selection in constituting the syllabus. Although there are other 
discourses in the field in which the syllabus is constructed, I select fer 
analysis those discourses represented in the syllabus: in the case ef the 
NAG syllabus, the educational policy discourse_s (the disceurses of 
utilitarianism, reconstruction and development ~nd pregressivism) and 
educational drama discourses. 
Having identified the discourses that are drawn on, I examine how, in 
constituting the syllabus, the agents in the recontextualizing field act 
selectively on the subject-specific discourses and the educational policy 
discourses. These discourses are recontextualized in the constitution of the 
syllabus. In the process of recontextualization, a discourse (such as drama, 
for example), is delocated from its substantive context and practice (i.e. the 
intellectual field of educational drama3), and relocated into a new discourse 
3oavis indicates two subfields within the field of recontextualization: the subfield of primary 
recontextualizing and the subfield of secondary recontextualizing. "The subfield of primary 
recontextualizing demands of agents an engagement with various discourses in order to effect the 
initial delocation and relocation of a selection of contents. the subfield of secondary recontextualizing 
is constituted by the recontextualizing of already recontextualized contents" (Davis, 1995:43, 
emphasis mine). In this study, the syllabus is constituted from the subfield of secondary 
recontextualizing, as drama has already been recontextualized as educational drama. 
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(such as grade two drama, for example). 'In the process of 'delocating' and 
'relocating', the discourse is modified by se'lection, simplification, 
condensation and elaboration. The discourse is thus repositioned and 
refocused. 
The purpose of the analysis thus far has been to demonstrate how a number 
of different discourses are recruited in the constitution of the syllabus. 11he 
analysis, therefore, traces the shifts in the syllabus, the hierarchy that is 
developed, and the specializations of vo.ice and identity. These 
specializations and hierarchies are indicators of .. what is being 
recontextualized at different moments in the syllabus; they are indicators of 
the educational policy discourses and the subject·specific discourses that 
have been recruited in the production the syllabus. 
The final step in the analytical framework entails an examination of the rules 
for selection in the recontextualization of discourses in developing the 
syllabus. In analysing the rules for selection, I am examining the patterning 
and prioritizing of discourses as they are recontextualized in the constitution 
of the syllabus. I argue that the educational policy discourses, as well as 
entering the syllabus and projecting certain identities, regulate rules for 
selection in Jhe recon_te~tt.J~!iz_a_ti.on of su_~J~ct·se_~cific _discourses. In other 
words they regulate what subject-s12ecific discourses are selected for 
recontextualization at different moments in the syllabus. 
At the same time the subject-specific disc_ourses also regulate rules for 
selection in the recruitment of educational policy discourses in the 
constitution of the syllabus. The subject·specific discourses regulate how the 
educational policy discourses appear in the syllabus. 
Analysing the rules for selection, I also examine the positioning of the agents 
in the recontextualizing field (in this case the PRF) and show how this 
positioning determines the way in which they act selectively on the 
discourses in the constitution of the syllabus. 
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3.3 Summary 
To summarize, a drama syllabus document has been selected as a focal 
study in order to generate a framework for the analysis of the constitution of 
syllabus through recontextualization. The syllabus is constituted through the 
recontextualizing of discourses circulating-within the recontextualizing field in 
which the syllabus is constructed. These discourses are identified as a set of 
subject specific discourses, and a set of educational policy discourses, and 
are evident in the syllabus through the specialization of voice and identity. 
The educational policy discourses both enter the syllabus and project certain 
identities and they provide rules for selection in the recontextualizing ·Of 
discourses of educational drama. The two sets of discourses operate in a 
dialectical relationship in the recontextualizing process. The educational 
drama discourses act on the educational policy discourses that are recruited, 
and the educational policy discourses shape and refocus the educational 
drama discourses as they are recontextualized in the constitution of the 
syllabus. 
The following chapters comprise the analysis of the NAC drama syllabus 
according to the framework outlined in this chapter. 
31 
CHAPTER FOUR: ANALYSIS AND DISCUSSION OF DATA 
4.1 Introduction 
In this chapter I analyse the NAC syllabus ,in the terms set out in the previous 
chapter. In the analysis I consider the specialization of voice and identity 
where voice is used as an indicator of the specialization of the academic 
discipline (drama) and identity refers to the marking out of social 
comportments. In the NAC syllabus, specialization of voice can be 
demonstrated by considering the way in which learners become increasing'ly 
familiar with the vocabulary and conventions of the discipline through 
exposure to drama-specific texts and skills. Through the specialization ~of 
voice, learners are 'socialized' into the discipline. For example, learners are 
introduced to modes of critique of plays, and the way in which the play text iis 
analysed in the drama class is different from the way in which a play text 
would be analysed in an English lesson. The identity of the learner becomes 
more drama-specific through the grades. With the strengthening of the 
classification and framing of the subject, the subject becomes a distinct,ive 
and separate field of study, with a body of knowledge and a vocabulary 
specific to the discipline. 
The academic identity (established through the specialization of voice) is, 
however, only one of the identities that are marked out in the. syllabus. In 
examining the specialization of identity, I analyse the social identities that 
-~ 
are projected through the syllabus. These identities relate to the world 
beyond the classroom, for example that of the socially responsible citizen, 
the global citizen, the person in the workplace, and so forth. The 
specialization of identity thus establishes the social comportments of 
learners, as opposed to the academic comportment which is marked out 
through the specialization of voice. The 'social' identities· are drawn from the 
' 
educational policy discourses circulating in the field in which the document i~ 
constituted. These educational policy discourses are manifestations of the 
socio-political influences that inform the constitution of the syllabus. Through 
an analysis of the specialization of identity, it is possible to isolate the 
educational policy discourses that have been recruited· in the constitution of 
the syllabus in ways I shall demonstrate in the following chapter. 
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For the analysis I have separated the syllabus into three areas: resources, 
modalities and skills, in order to examine the hierarchies that are created in 
the syllabus, and to identify the specializations that occur. Resources refer 
to the content.w.bicbJs .. Jo be tau__ght and the resources thC!_t are recruited for 
jheJearning, including specific material that is emplpyed. Modalities refer to 
!~o .. de.s_oLtor.ms.Jhatar:e_emplo~edJo..tbeJe.arlJlog and are used to frame 
· and organize the resources, i.e. the modality determines how the resources 
are to be used for the purp~ses of learning. Three ~odalities are employed 
in the syllabus: s!Q_,ry, pt.gy_making and theatre. Skills refer to what the 
learner is expected to learn (i.e. the le~g outcomes of the syjlabus). 
These three categories are separated for the purposes of analysis to 
highlight the shifts that take place at the different levels. It becomes clear 
that the three interact in a significant way .. If the resources are what· is 
negotiated in the classroom, the modality is the form that is used to 
negotiate these resources. A change in the skills (i.e. what the learner 
acquires) correlates to the changes in the resources and modalities. 
For example, if the modaljty is s}ory, the resources could be stories from the 
fantasy world, and the associated skills will include the ability to pretend, ''to 
share responses to stories in small groups" (5)1. If the modality is theatre, 
and the resource is a play text, then the skills will include "critical skills 
relevant to an understanding of drama and theatre" (27). 
The syllabus is divided into five levels, with different modalities f~aming the 
learning at these levels, with different resources and skills. I have used 
these three categories because they comprehensively describe the content 
of the syllabus. Through analysing the resources, modalities and skills in the 
syllabus it is possible to identify the specializations of voice and identity. An 
analysis of these specializations follows the discussion of each of the 
categories. 
The three categories as they are employed at the different levels are 
summarized in Table 1: 
11 refer repeatedly to the NAC drama syllabus document in this chapter, and therefore reference 








Stories from everyday I Drama-specific skills: acting out stories: movement with an awareness of space: commitment to a role: distinguishing 
fantasy world between the real and the imaginary. 
Groupwork skills: "contribute ideas towards story making in the classroom": "to show an interest towards others feelings and 
ideas". 
Language skills: learn new words and make new sentences by acting out the story: use language for expression of feelings 
and thoughts. 
Critical skills: "to share responses to stories in small groups". 
Stories from everyday Drama-specific skills: roleplay: improvisation; movement: use of sounds; songs and language. 
life Groupwork skills: Participation, "Listen (to] and use the ideas of others as well as offer ideas of their own". Responsibility for 
Myths and one's behaviour: responsibility towards family, friends and the natural environment. 
legends Language skills: learn new words for the story: verbally sequence happenings in the story; language for the expression of 
feelings, ideas and opinions 
Critical skills: "express opinions about stories which embody certain values". 
Legends, myths Drama-specific skills: whole class dramas: sustained concentration, application and engagement, use of space: 
Stories from history Groupwork skills: Work effectively in a group; "listen to each other and display tolerance for the ideas and feelings of others". 
Events across the world Communication skills: Formal and informal communication, e.g. giving a speech of thanks, listening skills and vocabulary. 
Themes Critical skills: "discuss their dramas, to appraise the content and evaluate their own contributions. 
Performance: Performance on a specific theme. 
social and personal Drama-specific skills: Improvisation; role play; whole class drama; play making: 
issues (everyday life Groupwork skills: ''tolerate others opinions and cultures and yet value ones own"; listening, negotiating, compromising, "work 
experience) with confidence. 
prescribed play texts Communication skills: Expression of thoughts, feelings and ideas. Debates, forums, discussions, symposiums, interviewing. 
Critical skills: structuring an argument, doing research 
Presentation: playmaking project, demonstrating "mastery of the elements of drama so that these serve the meaning of the 
play". 
Social skills: Initiative, Creativity and leadership: qualities that "positively enhance the students contribution". 
Prescribed play texts. Drama-specific skills: Devising theatre for an audience: elements: understanding of all elements from previous grades. 
Drama theory texts Groupwork skills: "work with drama processes alone and in groups with confidence, self-discipline and some organisational 
skills". 
' Communication skills: Use of a drama vocabulary; communication skills- fluency, clarity and a variety of language styles, 
Critical skills: analysis of play texts: "critical skills relevant to an understanding of drama and theatre". 
, Social Skills: Initiative, Creativity and leadership I 
Performance: "plan for, undertake and complete a performance or presentational project". 




The analysis begins with an examination of the resources, or the content, 
that is prescribed for drama at the different levels. Ttre.r:e is a movement from 
early to later stages in the syllabus from resources that learners bring from 
their own experience, to resources that are prescribed. I will begin with a 
summary of the resources used at the different levels and will then go on to 
analyse the specializations that are evident. 
~ - - .. - •. 
In the first seven grades the 'story' is created by, and related to, the learners' 
own experience and is based on localized knowledge. In Grades 1-3 stories 
are either based on the learners' "·everyday lives and involve the pupils close 
family experience" (3), or the stories take place in a fantasy world, with 
mythical characters, like Red Riding Hood or Makhwibitsana, who are 
familiar to the learners.-
In Grades 4 and 5 story is again the modality, and well-known myths and 
legends, as well as "stories in everyday life"(7), are used. 
In Grades 6 and 7 the content is enlarged to incorporate legends, myths and 
folk tales; stories from history (e.g. "of the student days, of Steve Biko; of 
Emily Hobhouse"); events across the world (e.g. "the Laingsburg flood, the 
eruption of Mount Vesuvius, Neil Armstrong's moon walk"); themes, such as 
"war and peace, gangsters and water conservation expressed in stories, 
poetry and dance drama, music or song" (11 ). At this stage there is the 
introduction of resources that are not exclusively South African, and the 
introduction of written texts to work from, for example poetry, and other art 
forms. Learners still have a measure of choice in the texts used: "Teachers 
may use, or encourage the pupils to obtain and then use, extracts literature 
poems ... " (10). · 
In Grades 8 and 9, the modality changes to 'play making', and prescribed 
texts like DET Boys High and Fiddler on the Roof are introduced. A localized 
knowledge component is maintained in the use of everyday experiences for 
improvisations and role-plays - "a teenager breaking the news of her 




In Grade 10 setwork books are prescribed. Two plays are to be chosen fmm 
a list of four South African plays: Drif; Curl Up and Dye, Woza Albert and 
You Strike the Woman You Strike the Rock. Drama theory is also introduced 
in the form of a prescribed text which is then explored through the dramatic 
processes of role play, improvisation, dramatic situation, interview and media 
reporting. A theory text is also prescribed - Augusto Boal, Games for Actors 
and Non- Actors (Drama and Theatre for Social Action). 
In Grade 11 set works are once again used. There is a choice of some South 
African drama (Asinama/i, Born in the RSA, The Hungry Earth) and some 
World drama (Plays for the Theatre: An Anthology of World Drama). The 
texts are studied in relation to practical work, theory and history. A local 
everyday knowledge component is once again included; e.g. "The students 
are required to research and observe rituals that occur in their community, 
for example: Sabbath prayers, the toyi-toyi dance. They must select one ,of 
the rituals and transform it into a dance drama or a theatrical event" (24). 
Western European theatre and Eastern theatre is studied, as well as the 
methods of Grotowski and Brecht. 
In Grade 12 the choice of prescribed plays is from 'Plays for the Theatre: ,An 
Anthology of World Drama'. South African drama is not prescribed. However 
the learners must research a form of alternative theatre, and the choice 
includes: Political theatre, Artaud's Theatre of Cruelty, Street Theatre, 
Theatre for Africa, Dance Theatre or Theatre in Education. As a final 
practical project students choose their own material in order to devise a play 
for performance. 
We can thus see a shift through the grades from the use of the everyday 
community knowledge of the learners as resources, to predominantly drama-
specific, prescribed texts being used in the learning. The cultural range of the 
resources also widens, from that which is community-oriented and South 
African, to the study of world drama. 
4.2.1 Specialization of voice (Resources) 
rn the first seven grades, learners bring their own resources into the 
- . .. ·----
classroom, in the form of their everyday life experience. From Grade 8 
onwards, learners are gradually introduced to drama and theatre-specific 
36 
texts, and to a drama vocabulary .. .By Grade 12, learners are expected to be 
able to "Document, using a drama vocabulary, the processes undertaken 
for a project and apply comparisons from general drama knowledge" (26). 
Learners gain a conceptual understanding of the djscipline of drama through 
engagement with the resources prescribed at the different levels. The 
strengthening of classification and framing, in terms of the resources, 
corresponds to the specialization of voice. Initially, content from general 
r 
literature - myths, legends, poems - is ·used. Learners then begin to use 
drama-specific literary texts (plays), and later, socio-historical texts relating to 
theatre and drama ('Theatre and Cultural Struggle in South Africa' and Baal's 
'Games for Actors and Non-Actors) and theory texts ('Acting with Style' and 
'Engineers of the Imagination'). There is a building up of vocabulary from the 
individual who is able to express her/himself effectively using everyday 
language, to the individual who uses this ~xpressive ability to speak with a 
drama voice. 
4.2.2 Specialization of identity (Resources) 
Identity is specialized through the recruitment of different cultural resources 
at the different levels. Culture is recruited in the early years in order to 
develop group identity. Stories from the communities of the learners and 
their everyday lives are shared and responded to in the group. The 
development of group identity is extended in Grades 8 and 9 to the 
development of a South African identity, in the use of the learners' everyday 
lives as a resource for playmaking, and in the recruitment of a South African 
text: DET Boy's High. The role-plays, improvisation2 and dramatic situations 
are used to "Explore social and personal issues relevant to young people in 
South Africa"(16). Examples are given from a wide range of South African 
cultures: 
A student from a rural area moves with his family to a large city. His new 
classmates confront him with his lifestyle and 'old fashioned ways' (16). 
A Jewish family's response when the middle daughter announces her intention 
to marry a Christian (16). 
2Hodgson and Richards identify two elements that improvisation utilizes from everyday life: firstly the 
spontaneous response to an unexpected situation and secondly, employing this in controlled 
conditions to gain insight into problems presented (1966:3). 
A young Moslem woman questions her employer's ruling that she may not wear 
her traditional clothing to work (16}. · 
A troupe of youth scouts Who are engaged in a beach litter clean-up project are 
made fun of by holiday-makers (16). 
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Citizenship is introduced in this way, affirming learners' culture and belonging 
to a specific national identity. The project of developing nationhood is further 
developed in Grade 10, in which South African plays are exclusively 
prescribed. The citizen able to engage in social critique is projected. The 
plays, Drif, Woza Albert and Curl Up and Dye, represent social analysis from 
a number of different South African cultural perspectives. 
In Grade 11, the identity of the socially critical citizen is extended to 
developing an historical consciousness in the :learners, where the "purpose 
and meaning of the play in its historical context" (23) and "how apartheid and 
cultural hegemony of the past manifests in theatre" (23) is studied in relation 
to South African plays. The South African emphasis is balanced by the study 
of world theatre. The syllabus states that world theatre should be studied 
within its "socio-political contexts". The identity projected here has extended 
to include not only the South African citizen with a sense of nationhood and 
historical consciousness, but the citizen capable of social critique and 
reflection on cultures other than their own - the 'global citizen'. 
This emphasis on social critique in Grades 10 and 11 is, however, 
ambivalent, and could be construed sole.ly as part of the project of 
developing nationhood. As texts signify differently in different contexts, there 
is possibly a sanitizing of what these texts were through a recontextualizing 
in time. Thus, whether a play like Woza Albert is a celebration of cultural 
diversity, or an example of social critique, is debatable. Whether it is a 
means to Africanising - saying, here is an African writer that we can 
appreciate as much as a European - or a means to understanding the mode 
of social critique, is controversial. 
The hierarchy in the syllabus becomes clear through the identities projected 
at the different levels: from member of the group, to South African citizen, 
to global citizen. It appears from this hierarchy that the learners' grounding 
in their own. culture and sense of nationhood must be established before they 
critique their own and other cultures from a political and cultural perspective. 
~ ....... . 
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In Grade 12 the projected identity of the learner shifts once again. South 
African material is not prescribed, and the 'global citizen' established in 
Grade 11 becomes a theatre specialist. To an extent, the social project of 
developing citizenship appears to have been abandoned, as learners focus 
on critiquing various forms of theatre: street theatre, theatre in education and 
so on •. and using these forms ,in their own acting and production of 
performances. 
4.3 Modalities 
The changes in the resources used at the different levels corresponds to the 
change in the modalities employed. These modalities, 'story', 'playmaking' 
and 'theatre', facilitate the learning and organise the resources. I refer to 
these forms as 'modalities' because the three forms describe how drama is 
used for learning purposes at the different levels. The modality defines the 
mode in which the learner works. The first seven years, 'story', deal 
essentially with self-expression in a relatively informal way. In the 
'playmaking' years of Grades 8 and 9 the syllabus focuses on creating form, 
the identification and use of theatre elements. In Grades 1 0 to 12, 'theatre', 
learners engage in working within a given form, and .in learning to critique the 
form of theatre. 
Drama is used irtitially as a learning medium and later as a form for study. In 
other words, whereas it is at first used as a means to learning something 
else, it becomes the object of study in its own right in the higher levels. The 
playmaking years clearly exemplify the cross-over from medium to form. 
Drama is used as a medium to study social and personal issues and the 
form of the play, its elements and structure, is also studied. As drama moves 
from a medium for learning to the object of study, there is a specialization 
of voice, marking out more clearly drama as a specific discipline, or field of 
academic study. 
4.3.1 Specialization of Voice (Modalities) 
The modalities represent dramatic form, and the movement from story to 
playmaking to theatre represents the formalizing of form, or specialization of 
form. The subject drama becomes progressively more rule-governed through 
·.· ...... ·-. 
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the introduction of what are referred to in the syllabus as "drama elements", 
namely the conceptual base, the language or voice of drama. 
Hodgson (1971) describes dramatic elements as "expressive resources", 
and O'Toole (1992:6) provides a useful diagrammatic representation ·Of the 
elements of drama that clarifies their meaning: 
The real context- general purposes 
The context of the setting-specific purposes . 
The ·COntext of the medium-the participant group 
INSIDE THE DRAMA 
Dramatic context 





made explicit in 
~ ~ 




which together create -, 
1 Dramatic Meaning 
/ I \ \. 
I I \ \ 
I I \ 
I \ 






From Grades 1 to 7 learners are expected to become familiar with the 
conceptual base of drama, through exposure to such elements as dramatic 
structure, form, expression, mood and use of space, in practical work In 
Grades 8 and 9 students must become 'familiar' once again with dramatic 
shape·, focus, tension, narrative, mood and symboL In Grade 1 0 a use of this 
vocabulary is required for the first time: ''The students write an essay 
analysing the use of dramatic elements" (22) in relation to the prescribed 
texts. 
The dramatic elements are thus a description of the expressive resources 
and features of the form of theatre. There is a specialization of voice as 
learners are gradually introduced to a conceptual understanding of these 
elements, so that having experienced them (in story) and used them (in play 
making) they are now equipped to critique them (in theatre). 
Learners are exposed to the following elements at the different levels: 
Grade 1-3: mood, feeling, emotion 
Grade 4-5: dramatic structure, form, expression, beginning, 
climax, ending 
Grade 6-7: beginning, middle, end, focus, climax, language, 
meaning. 
Grade 8-9: dramatic shape, focus, tension, language, narrative, 
mood, dramatic symbol 
Grade 1 0-12: All of the above and an emphasis on aesthetic 
elements: staging and visual elements, the use of 
ritual, song and dance, the use of mask, place of 
performance and audience composition, staging of 
the performance (space, light and costume}. 
O'Toole and Haseman assert that "Almost all drama and theatre is made up 
of story or narrative"(1989: 60). If theatre is a specialized way of telling a 
story, then the syllabus begins with the basic building block - theatre in its 
simplest form, the acting out of a story. There is a degree of classification at 
this level, as the story is treated as a dramatic form and takes place in the 
symbolic mode. The classification is strengthened progressively as the form 
becomes more specialized and thus a continuum is created. First the learner 
engages emotionally in the story by acting it out. In playmaking, the learner 
comes to know how to create a piece of theatre by identifying what "makes 
up" theatre (e.g. the elements). The learner is at this stage required to make 
a play demonstrating a "mastery of the elements of drama so that these 
serve the meaning of the play". 
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In Grades 10- 12 the learners engage with a number of forms of theatre. As 
well as being able to conceptualize the form in their own performances, the 
learner also engages in de-narrativized, objective critique. There is thus a 
shift away from an entirely oral curriculum of the early years to a more 
literate approach, and the learner engages iri critiquing form. There is a 
strong classification at this level as learners study a wide range of theatrical 
forms, including South African theatre forms, Township musicals, Afrikaans 
theatre, Protest theatre, Grotowski, Brecht, Western European theatre forms, 
Eastern Theatre forms, ritual, alternative theatre, political theatre and 
Artaud's Theatre of Cruelty. 
The forms studied represent practically the entire range of both mainstream 
and alternative theatre forms. Through Grades 1 0 to 12 the learner gains a 
thorough grounding in the knowledge-base of drama through the study of its 
forms. The modality is 'theatre', the most specialized form of drama, and 
there is an increase in the number of resources used that deal specifically 
with form, and a variety that covers all main theatrical forms. 
The specialization of voice thus occurs through the learner acquir.ing a 
vocabulary that describes dramatic form. Through gaining a conceptual 
understanding and vocabulary that can be used for critique, the learner 
attains a drama voice whereby they can interrogate the drama with a degree 
of expertise. The specialization of form corresponds to the specialization of 
voice. 
4.3.2 Specialization of identity (Modalities) 
There is a process of individuation in the way in which the learner engages 
with the form and the symbolic mode3 of drama. The learner begins by 
working within the symbolic mode, then proceeds to understanding the 
mea11ing of the symbolic mode and later to critiquing the symbolic mode. 
With the movement through the modalities, forms or modes of drama, the 
learner progressively becomes more removed from the experiential mode, 
3The symbolic mode of drama refers to the way in which drama simulates and represents real fife 
situations in order to convey meaning, where actions come to symbolize meanings beyond the 
particular context of the drama. The symbolic mode constitutes the "meaning-making" aspect of 
drama. 
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and begins to engage in critique. The function of the symbolic mode 
changes. Initially the symbolic mode is the medium, for experiencing and 
exploring issues; later the symbolic mode becomes the object of critique. 
The identity thus shifts to the more objective and critical learner, less subject 
to the modality, and engaged more in the intermgation of the form. The 
progression in the syllabus moves from engaging, to understanding and 
utilising, to interrogating. Hodgson provides a useful description of the 
specialization of identity in the movement from 'story' to 'playmaking' to 
'theatre': 
... we have now progressed through playing for ourselves, in order that we may 
- ·. --. better understand the world and make acquaintance with it and the heritage 
and legends of it, towards learning to create within a group and finding 
language to communicate to each other in that group, and now to our 
awareness of the place of theatre .... in our world. In other words our eyes have 
turned outwards to the place of the arts in the world of the adult(1971 :160)4 
4.4 Skills 
Skills refer to what the learner is expected to learn, or the competencies 
expected of the learner. With the increasing specialization of the resources 
and modalities used at the different levels, there is a corresponding 
specialization of skills, in terms of developing a drama voice and of 
establishing the identity of the drama specialist. A summary of the skills 
follows, and can also be read off the table. 
In Grades 1 to 3 the emphasis is on listening skills and the ability to respond 
to a story, to instructions, to others in the group. The syllabus also focuses 
on developing the expressive skills of the learner, the expression of feelings 
and experiences through movement and voice. The learner learns how to 
engage emotionally in role play and improvisation, and to distinguish 
between the real and the imaginary. They are introduced to the symbolic 
mode of drama. Essentially, the skills that are emphasised in these firsy· 
stages are summed up in the learning outcome which states that leafn~s 
41t is interesting to note that the developmental progression described by Hodgson is reflected in the 
syllabus twenty three years later. The endurance of the developmental scheme can be attributed to 
the impact of developmental psychology on theories of educational drama. This will be discussed 
further in Chapter Five. 
~ • ....... . 
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must be able to "find a space in which to work with out bumping into others". 
In other words, learners learn self-expression whilst at the same time 
attaining an awareness ,of the group. 
In Grades 4 and 5 group work skills are extended from responding to others 
in the group to being able to work in a group. Again the expression of 
feelings and ideas is emphasised but the expression of opinions is included 
at this level. Role play is extended from being able to separate the real from 
the imaginary to taking on a specific role with an attitude. Thus, the work of 
characterisation is introduced, although the skill is for the purposes of 
examining attitudes and values rather than for performance value. In the first 
five grades there is no performance. The social functioning of the group is 
stressed. 
In Grades 6 and 7 group work is again extended from responding and 
working in the group to displaying tolerance of others ideas and feelings. 
The group also learns to work on its own "without direct intervention of the 
teacher". Language skills are extended from the ability to express oneself to 
the development of vocabulary, fluency and ,clarity. 
Up until Grade 6 the work has been. entirely. practica> In Grades 6 and 7 
· learners are required to keep a written record of their work. Performance is 
also introduced for the first time at this level, but is limited to a presentation 
to the class only. 
In the first seven levels the skills focus on experiential learning, the 
developing of a sense of the group, and the extending of the learners' 
communication skills. Self-expression of thought and feelings is emphasised. 
The skills at this level do not include interrogation of the form. The modality 
'story' represents a weak classification, stories being a medium of learning 
with which children are familiar. 
In Grades 8 and 9 group work is once again emphasised, with the inclusion 
of the sensitivity to the others in the group. Appropriate verbal and non-
verbal language is dealt with within the context of the group. There is a 
concentration on life skills, "dealing with social and personal issues"(15), and 
communication skills which include: listening, negotiating, structuring and 
articulating an argument, debates, forum discussions, symposiums, reading 
.... ': .-..·~. 
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and interviewing and formal and informal oral presentations, "e.g. a job 
interview"(16). Three new skills are introduced: initiative, creativity and 
leadership. 
The focus is no longer on the expression of inner fee'lings and ideas, but 
rather on expressing opinions and arguments, and expressing the learners. 
own values after thought and reflection. In the exploration of social and 
personal issues, through role play and improvisation, the ability to reflect on 
and "critically deconstruct contentious issues" is foregrounded. 
Performance is extended to include a presentation to the school or the class. 
More written work is included and learners are required to record their 
personal responses to their work and to critically evaluate their contributions 
to performance. 
In Grades 1 0 to 12, the shift to the modality 'theatre' is reflected in a focus on 
performance skills and academically-oriented skills such as critical and 
analytical skills. An understanding of drama/theatre as a discipline is 
introduced. Learners also engage with theatre as a dramatic form and the 
conventions of dramatic presentation or performance become foregrounded. 
Improvisation and role play are not prescribed. Learners are expected to 
acquire skills that are a training for the theatre (vocational), and skills that 
represent an induction into the academic discipline of drama and theatre 
studies (academic). Although group work is still emphasised, there is a shift 
to the individual in the tasks that are set. There is also an equal balance 
between practical work and written work. 
4.4.1 Specialization of voice (Skills) 
The specialization of voice is evident in the skills that are defined for the 
different levels. Learners are gradually introduced to drama as an academic 
discipline or field of study. In the first five grades the work is entirely oral and 
practical, and drama is framed as a general expressive medium. In Grades 6 
and 7 some writing skills are introduced in the form of documentation of 
work. The writing skills in the subsequent grades are extended to include 
critical analysis and self evaluation. In Grade 12 there is an even balance 
between written and practical work. 
~: ....... _ 
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Language skills also represent a hierarchical p~ogression in the 
specialization of voice. In the early years, language skills focus on the ability 
of learners to express themselves. In Grades 8 and 9 the learners engage 
with a number of different communication skills, in different contexts. In 
Grades 10 to 12 language skills centre around "clarity", "fluency" and a 
variety of language styles" and the ability to "use a drama vocabulary" (26). 
There is a strengthening in the classification of drama in the shift from 
process (experience) to product (performance) oriented skills. In the first six 
grades there is no performance. The emphasis is on group work and 
communication, with the introduction of the drama-specific skills of 
improvisation, role-play, movement and language skills. There is no 
emphasis on the aesthetic content of the learner's expression, but rather an 
emphasis on dramatic play {i.e. through the improvisation of stories and role-
plays) as a means to learning through discovery. 
In Grade 7 'Presentation' is introduced, to be performed for the class .. In 
Grades 8 and 9, the learners engage in play making, to be presented to the 
' 
class or the school. 
In Grade 10 learners devise a play for "social action", thereby exploring a 
specific form of theatre, and the learners are required to explore areas such 
as "audience participation" and to consider "target audiences" (22). 
In Grade 11 learners use rituals for presentation, transforming them into "a 
dance drama or theatrical event" (24)- thus exploration of forms and modes 
of performance are extended. 
In Grade 12 the focus ,is on performance and skills such as "methods of 
characterisation (with specific reference to Stanislavsky)", "design and 
stagecraft", "a critical awareness of visual and aural elements", "a chosen 
style e.g. comedy, farce, protest theatre" and "an appropriate use of stage 
space" (26) are explored. Through these skills the shift towards an emphasis 
on the aesthetic becomes clear. 
As the subject becomes more performance-oriented and drama-specific, 
there is an increasing specialization of voice. The skills correspond to the 
modalities in this specialization, and a continuum is established from a more 
.......... 
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general, weakly classified subject, to a strongly classified subject with a clear 
specialization of voice. 
There is, however, a break in this continuum, and the relationship between 
the resources, modalities and skills in the Grades S.and 9 playmaking years. 
Whereas in the story and theatre grades there is a strong correlation 
between the modalities and the skills, in Grades 8 and 9 there is a focus on 
communication and life skills. The specialization of drama through the 
increasing focus on drama-specific skills is disrupted by a focus on more 
generic skills, and skills that are clearly a preparation for the workplace and 
civil society. Although the continuum is maintained in dealing with 
playmaking and expanding the drama-specific activities, the purpose of 
drama shifts, to an extent, at this level. 
4.4.2 Specialization of identity (Skills) 
There is a shift in the syllabus in terms of the shaping of the identity of the 
learner, and this is marked by a change in emphasis from the group to the 
individual. In the early grades, the focus is on developing shared, common 
skills (inter-group); the ability to share feelings and ideas, opinions and 
values, the ability to work in a group and show tolerance towards others. 
Grades 8 and 9 focus on life skills and communication skills, and this change 
in emphasis facilitates the process of individuation. Whereas the first seven 
grades focused on the individual as part of the group, the focus in Grades 8 
and 9 shifts to the individual operating within the group (intra-individual), 
resembling more closely the 'real world' or the world of work. 
Thus at this level the skills of initiative, creativity and leadership are 
introduced, indicating a shift, not at the expense of the group, but alongside 
it. Whereas the group skills in Grades 1 to 7 are described as ''to show an 
inter~st in others feelings and ideas" (5) and "listen to and use the ideas of 
others as well as offer ideas of their own" (7), in Grades 8 and 9 they are 
described as to ''tolerate other people's opinions and cultures and yet value 
one's own", "listen, negotiate and compromise" and ''work with confidence" 
(17). 
In Grades 1 0 to 12, the focus is on skills that are a training for the theatre 
(vocational), and skills that represent an induction into the academic 
-........... . 
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discipline of drama and theatre studies (academic). The only reference to 
group work skills at this level is mentioned in the learning outcome "work with 
drama processes alone and in groups with confidence, self-discipline and 
some organizational skills and initiative at times" (26). The focus at this stage 
has clearly shifted to the individual. 
Whereas Grades 1 to 7 deal with drama as a general learning medium with a 
focus on inculcating group identity, Grades 8 and 9 employ the drama 
medium essentially as a preparation for life and the world of work, 
developing life skills and communication skills. The identity projected is that 
of the individual entering life and the world of work. In Grades 1 0 to 12 there 
is another shift as the activities at this level project the identity of learners 
preparing to either enter the world of the theatre, or to continue with studies 
in drama and theatre at a tertiary level. 
These shifts indicate a hierarchical progression from the individual with a 
sound sense of group identity, to the individual capable of operating within a 
social group, to the individual as a drama/theatre specialist, the group 
becoming a facilitating mechanism for this identity. 
4.5 Discussion 
The analysis above turns on the notions of voice and identity. The syllabus 
marks out and projects certain identities which indicate the discourses that 
are recontextualized in the constitution of the syllabus. Voice (the voice of 
the discipline) denotes the academic identity. Drama can be self-referential, 
and speak only in the language of the discipline, about the discipline, or it 
can focus outward and speak of the social context. The former indicates 
strong classification of the subject, and the subject drama is made up mainly 
by that which is intrinsic to educational drama knowledge. The projection of 
non-_academic identities (e.g. the global citizen) is an indication of 
educational policy discourses that have been recruited in the constitution of{/ 
the syllabus. Both voice and identity are indicators of the recontextualization 
of subject-specific and educational policy discourses in the making of the 
syllabus. 
Apart from the specializing of voice and identity in the syllabus, there is also 
a positioning of the identities through a strengthening of the classification 
~ .. ·''"· 
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and framing of the subject, and through the specialization of time .. 
Throughout the grades in the syllabus there is a strengthening in the 
classification and framing of the subject . The shift is from a weakly framed 
and classified pedagogy in the early years to a more strongly framed and 
classified pedagogy in the higher levels. The change is evident in the 
specialization of the skills and the resources. In the early years the syllabus 
is described entirely in terms of what the learner does - "students make up 
stories"; "pupils have to decide on the meaning or outcome of the story"; "the 
pupils should become familiar with the rudimentary elements of drama" and 
so forth. At the higher levels, the terms pupil and student are used less 
frequently, and the syllabus is described primarily in terms of what is to be 
achieved, for example, ''these theatre forms should be studied ... "(24), ''the 
final presentation must include ... "(26). The framing is thus strengthened as 
the transmitter and the acquirer have less control over the selection, 
sequencing and pacing of the learning. Whereas in the early grades the 
drama is based on what the acquirer brings into the classroom, in the higher 
grades the learning is based on prescribed texts. The shift is thus one of 
acquirers making their personal texts (their everyday experience) available 
for the learning, to the transmitter making texts available to learners (in the 
form of prescribed literary and theory texts). The shift is one from a clearly 
learner-centred approach, to a more traditional pedagogy focusing on the 
transmitter as purveyor of knowledge. 
Another shift in the syllabus is evident in the specialization of time that 
occurs. The specialization of time is evident in the content used in the 
different grades, which reflect a hierarchy of ages; a progression from 
childhood to early adulthood. In Grades 1 to 7, folk tales, myths and legends, 
as well as everyday knowledge, form the basis of the drama. In Grades 8 
and 9 "social and personal issues relevant to young people" (15) are 
addressed, for example, "a teenager breaking the news of her unexpected 
pregnancy to her family" (15). In Grades 10 to 12, learners deal with more 
sophisticated and academically-oriented texts as students. Thus the 
progression from child, to teenager, to student. 
The age hierarchy is also evident in the way that learners are referred to in 
the syllabus. At no point are the learners referred to as "learners". In Grades 
1 to 3, the term "pupil" is used exclusively. From Grades 4 to 10, the terms 
"pupils" and "students" are used interchangeably, although the term 
· ..... ·~. 
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"student" is used more frequently as the grades progress. From Grade 10 to 
12 the term "student" is used exclusively. If the Oxford English dictionary's 
definitions of the terms is taken, the hierarchy becomes clear. "Pupil" refers 
to "a person who is taught by another, especially a school child ... in relation 
to a teacher" or "a boy less than fourteen or a girl less than twelve years in 
age" , and "student" is defined ~s "a person Who is studying, esp. at 
university or another place of higher education". The latter also implies a shift 
to a more academically oriented subject, suited to ·a more mature learner. 
The learner is thus constituted differently at different levels according to a 
specialization of time. The learner is expected to do different things 
corresponding to their cognitive development at the specific stage. Thus in 
Grade 2 the learner is not expected to do an abstract analysis of form. There 
is an assumption of what is appropriate for learners at different levels, and 
this is based on an age structure and an implicit assumption of the learners' 
cognitive development. 
At different levels in the syllabus different identities are projected, and these 
identities are positioned in a particular way. The specialization of voice and 
identity and time, and the change in the classification and framing of the 
subject are a means to analysing the content of the syllabus. The purpose of 
examining the syllabus in this way is to allow me to analyse in the following 
chapter how the syllabus is constituted through recontextualizing of subject-
specific and educational policy discourses, and finally to describe the rules 
for selection in the process of recontextualization. 
._ ....... 
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CHAPTER FIVE: THE RECONTEXTUALIZATION OF DISCOURSES IN 
THE CONSTITUTION OF THE SV'LLABUS 
In order to analyse how the syllabus is constituted through recontextualizing, 
I examine in this chapter the discursive conditions in the recontextualizing 
field. There are a number of discourses circulating in the recontextualizing 
field which act as reservoirs for recruitment in the production of the syllabus. 
I have isolated two sets of discourses inductively through the analysis of the 
syllabus: the discourses of educational drama, and the educational policy 
discourses. The discourses are evident in the specialization of voice 
(educational drama discourses) and the specialization of identity 
(educational policy discourses) in the syllabus. 
The chapter is divided into two sections. Firstly I analyse the 
recontextualization of educational drama discourses in the constitution of the 
syllabus, and secondly I analyse the recruitment of educational policy 
discourses in the constitution of the syllabus. Each section begins with an 
overview of how these discourses came to circulate at the time that the 
syllabus was constructed, and follows with an analysis of the recruitment and 
recontextualization of discourses in the formulation of the syllabus. Each 
section concludes with a discussion of how the syllabus is constructed 
through the recontextualization of these discourses circulating in the 
recontextualizing field. 
The syllabus writers are situated in the recontextualizing field, and act 
I 
selectively on the discourses of educational drama and the educational 
policy discourses in developing the syllabus. To summarize, the 
recontextualizing field consists of two fields: the official recontextualizing field 
(ORF), and the pedagogic recontextualizing field (PRF). The ORF refers to 
/ 
the knowledge field delimited by the state and its functionaries; that is what 
the state wants taught and learned. The PRF refers to what teachers and 
their extended profession, academics, journals, and so on think should be 
learnt, and how it should be taught. As a result of drama's low status as a 
school subject, and the syllabus writers being situated in the PRF, the 
syllabus writers are positioned subordinately. within the recontextualizing 
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field. For the purposes of the analysis in this chapter, I will discuss how the 
syllabus writers recruit discourses in constituting the syllabus. They are, 
however, also positioned by the discourses due to their placement in the 
recontextualizing field. This tension will be taken up in the following chapter. 
5.1 Educational Drama Discourses 
5.1.1 The Development of Educational Drama Discourses 
In this section I examine the development of discourses. in the intellectual 
field of educational drama. The reason for doing this is th~t the way in which 
the discourses are recontextualized in the making of the syllabus relates to 
the historical and intellectual developments in this field. The syllabus writers 
I . 
act selectively on these discourses circulating in the recontextualizing field in 
constituting the syllabus. 
The development of drama in education in this century has been dominated 
by a reaction to " ... the traditions of play acting and play reading ... the skills of 
interpreting a script and performing it to an audience" (Havel! 1987:163), and 
a struggle for the recognition of the educational potential of drama. This 
includes the emphasis on process rather than product, on experience rather 
than performance, and the notion of child-centredness in learning and a 
methodology that is activity-based. The developments have taken place 
largely in Great Britain, and have exerted a wide sphere of influence. 
The first approach to drama teaching was introduced in South Africa in the 
1920s. Supported and developed by the South African Guild of Speech and 
Drama teachers and nurtured in some universities (particularly in Natal), the 
approach to the subject was based largely in elocution. where the aim was to . 
teach the English pronunciation referred to as Received Pronunciation. 
'Speech and Drama' was found mainly in Natal in white schools. 
One of the most influential drama practitioners in South Africa at this time 
was Elizabeth Sneddon, whose influence in drama education, particularly in 
the former Natal province was extensive. She introduced a change of 
emphasis in educational drama in 'Speech Training for You', in which she 
advocated 
'·:''· 
a shift from learning a particular accent towards a more holistic approach 
encompassing the physical, emotional and intellectual development of the 
whole person" (Dalrymple et al 1993:1). 
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The aims of the subject were: communication skills, imaginative insight, 
creative awareness and appreciation of theatre as an art form. The 
emphasis, however, remained on the 'Speech' aspect of drama, and drama 
as "speech used to the utmost limit of man's ability to convey his vision of 
what constitutes a civilized world" (Sneddon 1981 :15). The syllabus was 
based on the British model, and indigenous culture, African and South 
African playwrights were not included. 
In the 1940s and 1950s in Britain substantial new developments in 
educational drama took place, dominated by the thinking and teaching of 
Peter Slade. The essence of Slade's argument was that 
children's ability to express themselves through play had been stifled by their 
exposure to the demands of performance and the technical training of the 
'Speech and Drama brigade' (Havell, 1987:166). 
Slade focused on spontaneous dramatic play as a natural way to learning 
through discovery. The emphasis was on child-centredness with the 
teacher's responsibility being to create the appropriate environment for 
learning. 
Slade's legacy was significant, for although he did not reject entirely the 
importance of theatrical elements in drama teaching, he left in his wake a 
stream of purists who were vehemently anti-theatre. Slade's emphasis was 
on the psychological nature, and not the aesthetic content, of the child's 
expression, and many of his followers rejected entirely the aesthetic 
elements which, in the 1970s, in particular, were recognised as being crucial 
to the structuring of any dramatic activity. 
The extent of the influence of thinkers like Slade in South Africa at this time 
was minimal. The 'Speech and Drama' tradition persisted, mainly in white 
schools, whilst in black schools the government's Bantu Education policies 
excluded the arts as a cultural activity inappropriate for a population being 
prepared for manual labour. 
·: .... ·~-
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In the 1960s and 70s the ideas of a new wave of educational drama 
practitioners, advocating Drama in Education (DIE) flourished in Britain. 
According to Day and Norman (1983) fhe political climate of the time 
favoured the progressive principle that education should be child-cent~ed, 
and the liberal principle that education should ·be seen as an end in itself, 
rather than as directed to any instrumental end, for example, vocational 
qualification. 
There was nothing liberal or progressive about education in South Africa at 
this time, dominated as it was by Bantu Education for blacks and Christian 
National Education for whites. However, a number of teachers did adopt the 
principles being espoused by British DIE practitioners, seeing in them a 
challenge to approaches that were stifling the emergence of indigenous 
South African theatre. Simultaneously there was a search for a teaching 
methodology, which DIE seemed to offer, that drew on the traditions and 
experiences of pupils rather than re-enforcing the perceived oppression ,of a 
dominant culture. The potential of ·drama as an enquiry-based methodology 
was explored and developed in some universities and was nourished through 
the annual conferences organized by the South African Association of 
Drama and Youth Theatre (SAADYT). 
During the 70s and 80s the theories of the DIE practitioners like Brian Way, 
Dorothy Heathcote and Gavin Bolton dominated the intellectual field of 
educational drama. Although there are great differences between the 
approaches of the three, they are all interested in drama as. a teaching 
methodology, rooted in activity-based learning. The emphasis is on process 
rather than product, and on self-expression, of experiences, thoughts, 
feelings and beliefs. Although not vehemently anti-theatre, as in the Slade 
tradition, DIE theorists did not place much emphasis on the aesthetic and 
rejected the notion of performance being part of the learning process. There 
was .an emergent interest in the theatrical form and theatre elements, though 
these were valued for their contribution to. the learning experience rather than 
for any aesthetic purpose. 
Way's development from Slade was in helping the individual to become more 
self aware. His concern was with the development of the whole personality. 
Drama in Way's meaning amounted to a psychological preparation for the 
'real world'. 
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Heathcote took drama to be more of a critical tool. "It is more a matter of 
taking up an attitude, a way of looking at a situation and being involved with 
it" (Heathcote, undated: 23). For herthe implications of entering a drama is 
that the consequences of actions and decisions have to be faced and that, 
as a -result of facing them, values and attitudes- will be challenged and new 
understanding reached. For Heathcote, at its most significant the experience 
in drama can produce a growth or change in understanding. The 'Basic 
dimensions' cited at the beginning of each level in the NAC syllabus 
resonates with this conceptual understanding of drama: 
Learning in drama is an active process; The process has three basic 
dimensions: the pupil PARTICIPATING in the drama which leads to the pupil 
UNDERSTANDING something new which empowers the pupil in APPLYING 
recently acquired knowledge in new contexts (NAC, 1994:3; 6; 15; 21) 
The relationship between process and product in drama education was still 
contested. Bolton showed an interest in the aesthetic dimension of drama 
learning, but his focus remained on the process. He referred to "a set of 
psychological processes which, when applied to experience, introduce an 
aesthetic dimension" (Havel!, 1987:177). Thus, educational drama remained 
focused on the process of the experiential learning, and under the influence 
of the progressive paradigm, placed an emphasis on doing within a learner-
centred pedagogy. In Britain drama was treated mainly as a teaching 
methodology rather than a school subject. With a growth in vocational 
education, drama teachers came under increasing pressure to use their 
expertise purely for the development of social and life-skills training. 
In South Africa, 'Speech and Drama' has been offered as a matriculation 
subject, but in very few schools. The course has remained conservative, 
favouring the communicative function of drama, and focusing on the 
development of communication skills and an appreciation of theatre as an art 
form. 
In the 1980s and particularly the 1990s there has been a change in the 
perception of what educational drama should be about, and a return to the 
notion of drama as a craft. 
The strong emphasis which has traditionally been placed on process in drama -
expressive, developmental or pedagogic - and corresponding conceptual 
invisibility of the dramatic product ... has obscured the idea of drama as craft" 
(Hornbrook 1991 :70). 
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Recent trends also indicate a return to aesthetics and the importance of the 
drama product. This is reflected in much of ·the recent literature on 
educational drama, notably the work of Peter Abbs, David Hornbrook, David 
Best and Robert Witkin. It is also evident .in some of the recent drama 
syllabuses developed in Australia and New Zealand and the United States. 
There is a shift to the study of theatre, not only as an academic subject, but 
in terms of a training in theatre skills. 
In this new approach there is also a move away from the affective dimension 
of drama, to a more practical approach to the subject focusing on developing 
an aesthetic sensibility. Many of these writers claim that the basis on which 
the appeal for the arts in education is often made is self defeating, denying 
any reason can be given for particular understanding and experience, or for 
the value of the arts. Peter Abbs (1989) describes the new movements in 
drama education in terms of 'The Symbolic Order'. By this he means that an 
understanding of the historical, theoretical and aesthetic dimensions of arts 
subjects need to be addressed in the teaching of the various disciplines. The 
symbolic order is a reaction particularly to the DIE movement. Abbs writes 
that 
In the teaching of the arts we have often failed to create an awareness of a 
dynamic tradition within achieved work and a variety of genres and 
conventions. In Development Through Drama, first published in 1967, Brian 
Way could write: "We are concerned with developing people, not drama 
(and certainly not theatre)". Way's book might have better been titled The 
Death of Drama for it excludes the concept of a complex symbolic order 
leaving only the artistically attenuated notions of 'groups' and 'feelings' of 
'sincerity' and 'trust'(1989:xiii). 
At the time at which the NAC syllabus was constituted, the syllabus being 
used in schools was the Natal Education Department's Speech and Drama 
Syllabus (1986). The focus of this syllabus was the "personal development" 
of learners. There was an emphasis on speech as communication, on voice 
production and interpretation of play texts and literature. The aims of the 
syllabus were divided between the development of personal communication 
skills (speech), and an appreciation of a realised art form (drama). There 
was no emphasis on South African or African playwrights, but the aim was 
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for learners to gain "a refined understanding through engaging with the great 
works of dramatic history" (NAI, 1993:1 0). The practical component of the 
course allowed teachers to introduce other approaches to drama teaching 
such as DIE. The syllabus was essentially conservative and Euro-centric. 
From the above overview it is clear that within competing educational drama 
discourses there has remained a largely unresolved tension between drama 
and theatre. I will therefore conclude this section with a definition of the 
terms, especially since the theory of what drama and theatre mean in an 
educational context is highly contested. 
Jonathan Neelands provides the following definition of drama: 
Drama is a social (interactive) way of creating and interpreting human meanings 
through imagined action and language that simulates and corresponds to real life . 
actions and language (1989:6). 
What Neelands is describing is the symbolic mode of drama i.e. that drama 
is a fictional model of real life, and represents or symbolizes real life 
situations. In the symbolic mode drama simulates and represents real life 
situations in order to convey meaning; actions come to symbolize meanings 
beyond the particular context of the drama. Thus the symbolic mode 
constitutes the "meaning-making" aspect of the drama. So whether the 
drama takes the form of child play (described by most theorists as the 
genesis of drama) or the furthest developed form of drama, in theatre, what 
defines the different forms as drama is the symbolic mode. 
Martin Esslin puts it another way: "Drama is a double of life, a controlled, 
simplified double" (1986:157), or ·a symbolic representation of life. The 
purpose of engaging in the symbolic mode, as both dramatist and observer, 
is that by participating and engaging in the drama, we are "enhancing our 
existence ... extending the scope of our experience and our understanding of 
the human condition" (Esslin, 1986:23). To phrase it in Bernstein's terms, 
one could say that drama is a recontextualization of real life situations; via 
the symbolic mode aspects of life are selected for representation in the 




Finally, I would like to offer a brief explanation of the difference between 
drama and theatre. Again the two tenns are defined in the literature in a 
number of different ways. I will try to synthesize the approaches and offer 
one that is pertinent to this analysis. 
According to Malan (1973) 
Drama is an experiencing activity, not a communicating activity .. .in which all 
participate; and all bring to the activity not acquired skills but what is basic and 
common to all human beings (5). 
Theatre for Malan on the other hand is a communicating activity, and 
requires the learning of a number of technical skills. He distinguishes 
between " .. drama as an educational force or medium, as distinct from drama 
as a theatre art"(6). 
Thus theatre is still drama, but with a wider system of meaning making for 
communication with an audience. The Queensland Curriculum Guide 'Drama 
Makes Meaning' defines drama and theatre in a similar way: 
Drama is an activity which involves a group of people agreeing to believe in a 
fictional context for the purpose of exploring life-like situations, roles and 
relationships. The context is shaped into dramatic action which has meaning for 
the participants. Drama becomes theatre when the purpose is to convey 
meaning to an audience other than the 1participants (1991 :3). 
To summarize, drama can be defined as an essentially experiencing activity. 
Theatre utilizes a wider system of meaning making (that is dramatic 
elements) in order to communicate this experience to an audience. Drama is 
process-oriented; theatre more focused on product. Both drama and theatre 
utilize the story or narrative, which is ~elayed in the symbolic mode. 
5.1.2 Recontextualization of educational drama discourses in the 
constitution of the syllabus 
In this section I analyse how the discourses in the field of, the production of 
educational drama knowl~dge described above hav~ been re~ontextualized 
in the NAC syllabus. Identifiable in the syUabus ar~ aspects from the "speech 
and drama" tradition, the drama in education (DIE) movement, and more 
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recent trends focusing on the aesthetic and craft aspects of educational 
drama, and a return to theatre. 
Different strands of educational drama and varying approaches can be 
discerned in the syllabus at different levels. Teasing them out, it becomes 
clear that the document represents a wide range of views on the educative 
potential and purposes of the subject drama, and combines several of the 
conflicting discourses of educational drama-outlined ab.ove. The document is 
thus constituted through the recontextualizing of various educational drama 
discourses which are produced in the intellectual field of educational drama. 
The syllabus in some ways mirrors the developments in the field of 
educational drama, moving from the early years which are grounded in the 
philosophies of the DIE movement, to a pedagogy in the later years that 
reflects the more recent developments in the field. 
Implicit in the early years of the syllabus are the theories of Peter Slade, 
Brian Way, and the major DIE practitioners, Gavin Bolton and Dorothy 
Heathcote. Although very different in their approaches, all four can be 
located in the progressive educational paradigm, with an emphasis on doing 
and activity-based learning, a greater emphasis on process rather than 
product and on experience rather than performance. 
Thus there is no performance in the first six grades. The emphasis is on 
group work and commpnication, with~ the introduction of the drama skills of 
improvisation, role-play, movement and language skills. This is in keeping 
with Slade's philosophy that drama is rooted in play and has little to do with 
' ... ----·· 
the performance of plays. However "drama processes" or the 
aforementioned skills are introduced, so that it becomes 'dramatic play'. The 
emphasis is not on the aesthetic content of the learner's expression, but 
rather on dramatic play (through role-plays and the improvisation of stories) 
as a means to learning through discovery. Slade referred to this drama as 
'child drama' and the element of performance is absent. 
Brian Way's explanation of experiential learning is suggestive in these first 
stages in the syllabus. Way begins his book, entitled Developmef!t Through 
Drama, by posing the question:" 'What is a blind person?'" He goes on to 
say that there are two possible answers: "The reply could be 'A blind person 
' 
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a person who cannot see.' Alternatively the reply could be 'Close your eyes 
and, keeping them closed all the time, try to find your way out of this room.'" 
(Way, 1967:1). 
As experiential learning through dramatic play underlies the pedagogy in the 
lower grades of the syllabus, the skills expressed as learning outcomes are 
the ability to 'pretend' and participate in the imaginary drama with emotional 
engagement. Or as Dorothy Heathcote terms it, the learners must be able to 
engage in the "Big Lie". The learners must also be able to reflect on the 
process and to speak about the drama; one of the learning outcomes is that 
the learners should be able to "recognise the problem that the story offers 
and attempt to find a solution" (NAC, 1994:4). The use of predominantly 
everyday situations corresponds to the everyday language required. 
Heathcote and Bolton, with their emphasis on reflection and engaging in the 
symbolic mode, are clearly at the heart of the syllabus at this stage. The use 
of story is also an indication of the influence of Heathcote and Bolton in 
using the drama narrative as a means for self-expression, and learning 
through the experience. 1 
In grades 8 and 9 there 1s a strong emphasis on communication skills. 
Shades of the Speech and Drama tradition filter through here, though the 
purpose for attaining these skills is to be able to communicate effectively in 
different contexts, both formal and informal. Grade 9 represents the first exit 
point (GETC level) and communication skills and social skills which prepare 
the learner for the world of work are emphasised. These social skills and life 
skills (the exploration of personal issues) could be a response to the notion 
· that drama can be used as vocational preparation, as it was for a period in 
Britain. 
1 
Drama practitioners, particularly those adherents of DIE have been highly influenced by the work 
of Piaget, who regards the cognitive development of learners as traversing four periods. His view 
of the developmental stages is a constructivist view in which children actively build up new 
cognitive schemes and structures over time in interaction with the environment (Tyson, 
1987:148). Time, in the syllabus, is a marker of different activities, according to the cognitive 
development of the learner. There is an explicit progression in the sequencing of the grades, and 
skills and knowledge are progressively extended and developed from one grade to the next. The 
Piagetian developmental scheme is deeply embedded in the theories of drama practitioners like 
Heathcote, Bolton and Way. Piaget's stage theory is recontextualized in the syllabus through the 
recontextualization of the DIE discourse in the constitution of the syllabus. 
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Communication skills are not focused on correct pronunciation (as in the 
speech and drama tradition) but rather on the ability to listen, "to show an 
interest in others feelings and ideas" and the ability to express oneself. The 
importance of communication is not the "art form of the craft of speech" as 
Sneddon puts it, or the notion that "drama is speech used to the utmost limit 
of man's ability to convey his vision of what constitutes a civilized world" 
(Sneddon 1981 :15), but rather that the ability to communicate is important in 
a social sense. The focus is not on vocabulary, pronunciation and syntax but 
rather on the social relations between speakers and hearers in specific 
contexts as an essential prerequisite for the imputation of meaning. The 
emphasis is thus on_ expressive ability and the ability to respond to others in 
speech. 
The communication skills emphasis at this stage has _little to do with theatre 
or drama (not engaging in any way with the symbolic mode in order to 
experience or represent meaning) even though drama processes (such as 
role play and improvisation) are used to develop the communicative ability of 
learners. The emphasis at this level represents a disjunction .in the continuity 
of the ·syllabus, as the utilitarian value of the subject is emphasized. 
In grades 10 to 12, through the specialization of voice and identity, the 
learners acquire a drama voice and the identity of the theatre specialist, and 
there is an increasing emphasis on skills relevant to an aesthetic sensibility 
and an understanding of theatre craft. In constituting the syllabus, the writers 
are clearly recontextualizing the discourses of a renewed interest in the 
aesthetic, which represents to a large extent a rejection of the DIE tradition, 
and embraces the theatre arts. 
At this level the subject is treated as an academic discipline and learners 
engage in a study of the broad knowledge base of the culture and history of 
the discipline. At this stage it could be argued that the syllabus writers are 
recontextualizing the notion of what the study of an academic discipline 
should entail. On the other hand, recruitment of recent discourses in the field 
of educational drama is also evident in this academic approach to drama. 
Under the influence of the DIE movement, which treated drama essentially 
as a learning medium, and the Speech and Drama communicative approach, 
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drama had not established itself as an academic discipline. Abbs states that· 
historically educational drama had 
forfeited any sense of intrinsic identity. Devoid of art, devoid -of the practices of 
!he theatre, devoid of artistic and critical terminology drama became a method 
of teaching without a subject (Abbs, 1991 :ix). · 
The syllabus in the later stages can be seen as a response to the problems 
in defining drama as a subject. In constituting the syllabus at this level, the 
discourse that Abbs refers to as 'the symbolic order' is recontextualized. With 
the specialization of voice the emphasis is on the use of a critical drama 
terminology, theatre skills and an academic approach to the subject. 
5.1.3 Discussion 
The question arises why the Dl~ principles are recontextualized in the early 
years and not later on. Certainly,· this may be attributed to the syllabus 
writers' response to recent trends in the field of the pr~duction of educational 
drama, as has been explained above. But the question of evaluation also 
plays a part. The principles underlying DIE set up.an essentially non-critical 
framework within which to learn, and the "business of success and failure 
disappears" (Malan, 1973:15). Adherents to the tradition of DIE reject the 
notion of pass-fail evaluation. and this has always been one of the central 
obstacles to establishing drama as a subject in the formal curriculum. The 
subject must conform to the exigencies of evaluation, particularly at exit 
points, with nationally determined examinations (the GETC and the FETC). 
Hornbrook (1991 ), writing of the new trends in educational drama, states that 
the challenge in educational drama is to be able to 
find ways of building a dramatic curriculum which places the emphasis on the 
-productive, cultural and aesthetic character of drama as opposed to its 
therapeutic or pedagogic utility and within which it is possible to identify clear 
routes of progression. (pg. 71} 
The syllabus is a response to this challenge. The subject shifts from being 
process-oriented in the early grades to placing an emphasis on product; from 
experiential drama to theatre craft. This shift is described in terms of the 
specialization of voice in the analysis. 
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The syllabus is constituted through the recontextualizing of a number of 
educational drama discourses. Different discourses are recontextualized at 
different stages and are not integrated throughout the syllabus. There is no 
evidence of the DIE principles of learning in the later years, and there is :no 
emphasis on the aesthetic, theatre craft or academic aspects in the early 
years. The modality 'playmaking' of the middle years would seem to suggest 
an integration of the two strands. However the focus here is on 
communication skills and life skills. The syllabus projects certain identities at 
'different moments, and a hierarchy is developed through the levels in the 
syllabus which can generally be described as a progression from the 
experiential to the vocational to the academic. 
, ..... 
In the following section I analyse the identities that are projected through the 
syllabus, and I attempt to explain the logic of the syllabus' hierarchy. I will 
argue that the recruitment of educational policy discourses in the 
recontextualizing field provides, to a large extent, an explanation for the way 
in which the syllabus is constituted. 
5.2 Educational policy discourses 
The syllabus is situated at the intersection of a number of discourses 
circulating in the recontextualizing field. I have isolated three educational 
policy discourses in this field that have been recruited in the constitution of 
the syllabus: the discourse of reconstruction and development, the 
\ 
discourse of progressivism and the discourse of utilitarianism. However, I 
am not suggesting that these are the only discourses circulating in the 
recontextualizing field. I have identified these three discourses inductively 
through the analysis of the syllabus; that is these are the discourses that are 
privileged in the syllabus and are represented through the identities that are 
projected. Although these discourses are in some ways intertwined, for 
example there is a utilitarian strand running through the discourse of 
reconstruction and development, for the purposes of the analysis I have 
separated them out. The following section describes briefly how these 
discourses arose in the recontextualizing field. 
~ ' ·: ........ 
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5.2.1 The development of the educational policy discourses 
The s-yllabus was constructed in 1994, after South Africa's first democratic 
election. The educational context was suffused with the discourse of 
transformation. "Reconstruction and development" encapsulated the project 
of the new government and became part of the educational policy discourse. 
What was paramount to all educational actors of the time was the 
dismantling of apartheid education and the development of a new 
educational dispensation. The process of reforming education did not, 
however, begin with the installation of a new democratically elected 
government. During the apartheid regime several educational reform 
strategies were undertaken, both within, and outside of, the state. 
Under the National Party government, the de Lange Report was published in 
1981. Parading as a reform strategy, the document was in fact an attempt to 
address the economic needs of the country through education, as well as 
restore political stability and legitimate the education system. Underpinned 
by a technocratic ideology, it was an attempt to streamline education and 
emphasized a vocational curriculum as a preparation for the workplace. The 
de Lange Report secured the discourse of utilitarianism in the educational 
context. 
In 1991 the National Party initiated its Educational Renewal Strategy (ERS), 
coupled with the Committee of Heads of Education's Curriculum Model for 
Education in South Africa (CUMESA). In an effort to control the cost of 
education and relate educational practice directly to the economic needs of 
the country, both initiatives advocated an educational system that was 
essentially utilitarian and functional. The ERS and CUMESA documents 
proposed an education system which purported the "New Right" philosophy 
of educating people to "serve the needs of modern entrepreneurial 
capitalism" (Benne! and Swainson, 1990:7). A utilitarian discourse was thus 
entrenched, with little reform taking place. 
Parallel to the strategizing by the state for the renewal of education, there 
was significant activity amongst the advocates of "Peoples Education". 
Opposing the government's inferior and racist education system, and its 
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resistance to transformation, the National Education Co-ordinating 
Committee (NECC) was formed in 1985 to lead the struggle against 
apartheid education, and to concretize policies on education in order to 
advance the principles of non-racism, non-sexism and democracy. Implicit in 
the opposition to apartheid education was the discourse of progressivism, as 
a reaction to the principles underlying "bantu education". Learning was 
construed as an active, critical and constructive enterprise. The .learning 
process was emphasised, and the learner was placed at the centre of the 
learning (Kuiper & Van Harmelen, 1996:1 ). The discourse of progressivism 
embodied principles for the creation of a new education system in South 
Africa. 
In 1990, together with the Education Policy Units at universities, the NECC 
set up the National Educational Policy Investigation (NEPI), in order to 
investigate policy options for a future educational dispensation in South 
Africa. The NEPI documents were published in 1992, and were a· clear 
illustration of the range of conflicting discourses available to educational 
policy makers. NEPI became, after the elections, the point of articulation of 
the intersecting (and often conflicting) discourses circulating in the 
educational context, within which educational actors were constructing a 
new education system for the country. 
5.2.2 Recruitment of discourses in the constitution of the syllabus 
In this section I analyse how the discourses described above, those of 
progressivism, utilitarianism and reconstruction and development, are 
recontextualized in the constitution of the NAC syllabus. I have selected 
these discourses through an analysis of the social identities that are 
projected through the syllabus. In the course of this discussion, I will describe 
how the educational policy discourses, to a large extent, determine what 
educational drama discourses are recontextualized in the constitution of the 
syllabus. 
The discourse of reconstruction and development 
The syllabus was constructed in 1994 after South Africa had just emerged 
from its first democratic electi~ns: -A new political dispensation was 
established and a new political discourse, articulated through the ANC's 
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grand project of Reconstruction and Development, impacted on the way in 
which people considered change and on what was to be done in the 
dismantling of apartheid and the creation of a "New South Africa". The 
discourse was entrenched through the chant of buzz words: development, 
capacity, empowerment, reconstruction, participation. equity, equa'lity, 
redress and democracy. 
The syllabus recruits this discourse of reconstruction and development in 
that it has a definite social project, that of engendering equality, a sense of 
nationhood and developing a responsible, democratic citizenry with a multi-
cultural understanding and sensitivity. It responds particularly to the vision of 
the "rainbow nation" and the celebration of the diversity of cultures. 
The syllabus clearly states its reasons for the emphasis on what is termed 
throughout the document as 'cultural understanding': 
A reconstructed system of education must ... encourage indigenous self-
expression through conserving and adapting local traditions and expressive 
forms ... arts education must be culturally relevant and sensitive. It should draw 
on the students own cultural background and recognise the value of local 
culture as well as teaching new forms and combinations of different forms 
(NAC, 1994:iii}. 
This resonates not only with the educational policy discourse in South Africa 
at the time, and the multi-cultural trend in education, but also with a broader 
educational discourse which stresses that culture cannot be ignored in 
developing strategies for human development. From CUMESA to NEPI and 
the ANC's Yellow Book, the importance of affirming 'culture' in education is 
emphasised. Klitgaard (1993), in his article 'What if we Knew all about 
Cultures' states "In the 1990s, I believe taking culture into account will take 
centre stage in policy making and management" (49, emphasis in original). 
The syllabus projects identities that incorporate a wide range of South 
African cultures. 
The emphasis on 'cultural understanding' also arises from a need for 
redress: 
One of the chief ways in which certain groups and communities in South Africa 
have been disadvantaged or marginalized in the past has been through 
rendering their home culture, artistic works and cultural practices invisible by 
ignoring these in the school curriculum (NAC, 1994:13). 
· ...... ·~. 
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The project of enculturation projects certain identities in the syllabus, of both 
teachers and learners. The teacher .is expected to refer to local stories, 
dramas and cultural traditions of the learners in ·order to "augment the pupils' 
self esteem and community loyalty and pride" (NAC, 1994:3). It is suggested 
that teachers undertake added research into finding material suitable for the 
cultural background of the learners. The central· purpose of the project of 
enculturation in the syllabus appears to be for the development of 
nationhood, augmenting the principles of non-racism, equity and equality, of 
the reconstruction and development paradigm. 
However the NAC syllabus appears to take an unproblematic approach to 
culture in this regard, casting the teacher as culturally neutral; as an 
objective facilitator of the circulation of a number of cultures in ·the 
classroom. Klitgaard problematizes this notion: 
Teachers will not know in advance which patterns of interaction will be 
prevalent in their students' communities ... at least not without a detailed 
ethnographic study of each locality, which is clearly infeasible, as it requires 
intense observation, by a trained observer, over an extended period of time. 
With the needed knowledge unavailable, teachers may fall back on cultural 
stereotypes, which may only make matters worse. What to do? (1993:64) 
The NAC syllabus' approach to culture relates to the political imaging of a 
'rainbow nation' in another way. Despite the obstacles and real practical 
difficulties in attaining a multi-cultural sensitivity, the dream must be kept 
alive. This resonates with Muller's conception of democracy: "continuing 
democracy depends on losers believing that at some future time they may · 
yet be able to win if only they keep playing the game. Disillusionment means 
giving up that belief" (Muller, 1993:50). 
The -reconstruction and development discourse is, in a sense, a discourse 
that has to be embraced in the pursuit of the 'ideal'. This is done throughout 
the syllabus, particularly through the project of enculturation, and the 
emphasis on citizenship and nationhood for the strengthening of society and 
social cohesion. 
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The discourse of progressivism 
Recruitment of the discourse of progressivism is evident in the early stages 
of the syllabus. The first level, grades 1 to 7; is firmly located within the 
paradigm of the progressive movement in education, which contends that 
knowledge is· socially constructed, and therefore learners should be taught to 
value their own experience as a source of knowledge. Learners bring their 
own refo'urces and experience into the classroom, and this is utilized as 
relevant knowledge. The syllabus promotes a pedagogy that is learner-
centred, and casts the teacher as facilitator for the learning. For example, the 
syllabus at this level is described entirely in terms of what the learner does; 
for example, "students make up stories"; "pupils have to decide on the 
meaning or outcome of the story"; "the pupils should become familiar with 
the rudimentary elements of drama". 
The focus is on experiential learning and on a process-oriented pedagogy. 
Co-operative learning is at the heart of the syUabus at this level. Every single 
activity incorporates groupwork. This is in keeping with the notion that 
groupwork is the essence of drama, that it is a social activity, but that it also 
represents, in Gay Morris' words, "a balance to Westernized, individual 
learning" (Morris, 1996). With the emphasis on empowerment and the 
importance of the group, the moral project of the syllabus and how it relates 
to the discourse of progressivism becomes clear. 
The syllabus at this stage is clearly rooted in the progressive notion of "the 
possibility of more democratic relations between the everyday world 
and ... specialist domains" (Muller & Taylor, 1993:325). The everyday life 
experiences of the learners are used as resources for learning and there is 
an emphasis on the vernacular process of 'story', the assumption being that 
this is a conventional way of knowing for children. The weak classification 
and framing of the subject at this stage are indications of its progressive 
learner-centredness. The use of the learners' everyday lives as a resource in 
the classroom also indicates a focus on citizenship and social development. 
The progressive notion of education for social development is evident in the 
identity that is projected at this stage, that of the learner as a member of the 
group. The resources used are aimed at affirming the learner's culture and 
belonging to a specific national identity. 
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The theories of the DIE movement are drawn on extensively. This movement 
itself is located in the progressive paradigm. Without the demands of a 
nationally set examination at this level, or rigorous pass/fail assessment, the 
. focus lies on the potential of drama in furthering ·a moral and social project. 
The discourse of utilitarianism 
Language structures the way we think about things, and the metaphors that 
are used reflect attitudes about a concept. Increasingly, the language used 'in 
reference to education is derived from the market place - the school is 
referred to as the 'plant' and the education system as the 'industry', students 
become 'consumers' who 'invest' in education from which they will hopefully 
gain certain 'returns'. 
It is therefore evident that education is being brought into the market place, 
and that the way we think about education is changing from a traditional view 
of education as a social good without a price, to a more commodified 
concept of education that must respond to the market and to economic 
realities. The economic orientation of education is rapidly becoming part of 
the way we think and talk about education. 
Because education is brought into the market place it must respond to the 
demands of the market place; in other words, education to a greater and 
greater degree is seen as providing an educated work force for the economy 
of a country. The economic orientation of education is made overt in the 
National Education Department's Curriculum Framework tor General and 
Further Education and Training (1996}: 
Curricula should be relevant and appropriate to current and anticipated future 
needs of the individual, society, commerce and industry. Ever·increasing 
-evidence suggests that economic growth in a competitive international system 
depends fundamentally on a generally well-educated population equipped with 
the relevant competencies and skills required in the economy at any point in 
time ( 1996 :12). 
Responding to this trend in education, the social project of the syllabus 
broadens in grades 8 and 9 to include not only empathetic learners with 
cultural understanding and tolerance, with the facility to communicate and 
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work effectively in a group, but also learners with skills that a~e useful in the 
workplace, that are marketable and have an instrumental value. 
In Grades 8 and 9 the focus of the syllabus changes and emphasis is placed 
on social and life skills, as well as communication skills. On the one hand 
these skills (such as exploring personal issues). represent a connection 
between the subject and the everyday lives of the learners; on the other they 
are clearly a response to the vocational trend in education, that stresses the 
need for education to equip learners with skills that are useful in the 
workplace. Grade 9 represents the first exit point where many learners will 
leave the classroom in order to enter the world of work. 
. This is not to say that this is the only emphasis at this stage. The project of 
enculturation remains strong with the study of different South African cultures 
and cultural signifiers. The study of drama as a discipline is also a major part 
of the syllabus, with an emphasis on playmaking and using theatrical form. 
However, the prominent identity that is projected here is that of the learner 
with a solid sense of citizenship, preparing to enter civil society and the world 
of work. 
The syllabus articulates the project of developing a capable work force and 
citizenry in its introduction: ''The life skills which arts education engender will 
contribute to the production of an educated work force." (NAC, 1994:3). This 
is clearly a response to the shortcomings of curricula in the past, as 
expressed in the ANC's Policy Framework for ECIIucatien au!' Traininw: 
The curriculum in the past has emphasised division rather than commonality 
and has denied common citizenship and a national identity. The curriculum has 
been unresponsive to changing labour market needs and has failed to 
contribute to the development of learners who are prepared for the world of 
work and for active participation in the process of social and economic ··' 
development (1993b:67). 
The syllabus is clearly recruiting from the utilitarian discourse circulating in 
the field of education. From the Education Renewal Strategy (1991} and 
CUMESA (1991 ), through to the ANC's Pelicy Framework and culminating in 
the mighty National €iilualifications Framework (1996}, education has been 
set on a trajectory aiming towards an integratien ef education and training, 
an education system that integrates knewledge and skills and that 
corresponds to the everyday domain, that has relevance t0 the everyday 
world and the world of work. Phrases such as the "mental, manual", aaai 
~ . ' .. -..·-. 
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"head and hand" divides, as well as the repeated call for relevance in 
education, articulate these trends. 
In the final phase, grades 10 to 12, the focus shifts once more. At this level 
two integrated strands can be identified: the vocational and the academic. 
The vocational strand is evident in the emphasis on theatre skills and 
fostering an aesthetic sensibility as a preparation for learners to enter the 
world of theatre. 
The other strand is the academic, where learners gain an understanding of 
the broad knowledge base of drama as a field of study and are inducted into 
the discipline through the specializations of voice and identity discussed in 
the analysis. The academic strand represents an induction into drama as a 
discipline, part of the academic domain, and the learning is a preparation for 
further study at a tertiary level. Both the academic and vocational strands are 
clearly focused on the discipline of drama and theatre, and there is no 
localized knowledge component and very little reference to the eve.ryday 
lives of the learners. 
I wish to focus once again on the shift in the syllabus from a focus on the 
group to a focus on the individual and explain this further in the light of the 
discourses that are recruited in the constitution of the syllabus. This shift can 
be described as a movement from an emphasis on the acquirer and relations 
between social groups (inter-group) to an emphasis on the transmitter and 
the individual (intra-individual) whereby the "emphasis is upon the explicit 
effective ordering of the discourse to be acquired by the acquirer'' (Bernste.in, 
1990:213). 
The shift is also one from developing shared, common skills (inter-group) to 
individual graded p~rformance (intra-individual). This shift could be 
accredited to the evaluation imperatives of curriculum construction, but it 
nevertheless represents what Bernstein describes as "the site of pedagogic 
struggle between conservative and 'progressive' pCDsitions within 
recontextualizing fields" (ibid.). This struggle is evident as the syllabus starts 
off with a highly progressive pedagogy, moving towards a more conservative 
pedagogy subscribing to conventional notions of curriculum formulation. 
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5.2.3 Discussion 
There is also evidence of the syllabus' recruitment of the educational policy 
discourses in the language that is used in the syllabus. From the ANC's 
Policy Framework for Education and Training_ (Yellow Book) and the 
establishment of the National Education and Training Forum, through to the 
grand project of the National Qualifications Framework (NQF), a new 
concept of education has been established. It is difficult to predict what the 
NQF will mean for education, but many of the concepts and jargon that it has 
generated have become established in the educational context. The grading 
of learners (from grade 1 - 12, as opposed to grade 1 and 2 and standards 1 
- 1 0} is used in the syllabus. The syllabus acknowledges the General 
Education Certificate and the Further Education Certificate as the two 
nationally determined exit points. The syllabus also focuses on describing 
learning in terms of 'skills' and attainment of these skills are expressed as 
"learning outcomes". Outcomes-based education and a skills-based 
education lie at the heart of the NQF and much current thought on 
education. Although the syllabus does address the concepts of life-long 
learning, portability and access, which are also central to the discourse of the 
NQF, some of the concepts and terms are used in the syllabus. This is an 
indication of the influence of educational policy discourses on the constitution 
of the syllabus. 
In this analysis I have focused on how the identification of the specializations 
of voice and identity provide a way of looking at the educational drama and 
education policy discourses that are recontextualized in the constitution of 
the syllabus. I have analysed how the syllabus authors act selectively on the 
discourses of educational drama and educational policy in constituting the 
syllabus. I have described the way in which the educational policy discourses 
also determine what educational drama discourses are recontextualized at 
different levels in the constitution o.f the syllabus. In the following chapter I 
will analyse the rules for selection, and discuss the operation of these rules 
in relation to the syllabus writers' positioning in the recontextualizing field. 
CHAPTER SIX: 
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ANALYSIS OF THE RUL 1ES FOR SELECTION IN THE 
CONSTITUTION OF THE SYLLABUS. 
6.1 The rules for selection 
Having analysed the discourses that are recontextualized in the constitution 
of the syllabus, I proceed in this chapter to examine what regulates the 
selection for what is recontextualized. In other words, I will examine the rules 
for selection. I have demonstrated how the educational policy discourses 
regulate rules for selection in that they explain the sequencing of the 
syllabus, the hierarchy that is developed, and the specialization of identity. 
To summarize briefly, the educational policy discourses of reconstruction 
and development, utilitarianism and progressivism regulate rules for 
selection of educational drama discourses for recontextualization in the 
constitution of the syllabus. In the first stage of the syllabus (grades 1 - 7}, 
the discourse of progressivism regulates the selection of DIE principles for 
recontextualization in the constitution of the syllabus. The DIE tradition is 
itself rooted in the progressive paradigm. In the second stage of the syllabus 
(grades 8 - 9), the discourse of utilitarianism impacts on the way in which the 
communicative approach of the speech and drama tradition is 
recontextualized. The communicative approach is thus not used as a means 
to "perfect speech", or the "civilizing potential" of speech and drama, but in 
order for the learner to attain skills that can be used in society and in the 
workplace. In the third stage, the utilitarian discourse once again regulates 
rules for selection in the vocational aspects of drama in the syllabus; theatre 
craft and theatre skills are an induction into a career in the theatre. At this 
stage of the syllabus, however, two competing discourses are evident. One 
that is dependent on the market, that emphasizes vocational education, and 
one that is independent of the market and that is legitimated by the study of 
drama for its own sake. The discourse of reconstruction and development 
regulates the rules for selection throughout the syllabus, and this is evident 
particularly in the resources that are prescribed, and in the specialization of 
social identities. 
However, it is clear from the analysis that the educational drama discourses 
also regulate rules for selection. The way ~in which the educational policy 
discourses are recontextualized in the constitution of the syllabus is informed 
.. ~ ...... ·~. 
73 
by the educational drama discourses. For example, the notion of nationhood 
in the reconstruction and development discourse is recontextualized and is 
identifiable in the focus on groupwork (often termed the "essence of drama"). 
The educational drama discourse thus shapes the way in which the 
educational policy discourse is recontextualized in the constitution of the 
syllabus. I conclude that the educational policy discourses dominate in 
regulating the rules for selection. However, it is evident that the educational 
policy discourses and the educational drama discourses act on each other 
dialectically, determining the patterning and prioritizing of discourses in the 
syllabus. The educational policy discourses act on the drama discourses, 
and the drama discourses act selectively on the educational policy 
discourses in the recontextualization of both these discourses in the creating 
of the syllabus. Thus 'drama' as it is constituted in the syllabus is shaped by 
the educational policy discourses, and the identities projected in the syllabus 
through the recruitment of educational policy discourses are given form by 
the drama discourses. Thus the discourses, both subject-specific and 
educational policy, regulate the rules for selection in the constitution of the 
syllabus. 
· I have described how the discourses recruited in the production of the 
syllabus regulate the rules for selection. Although this is the focus of the 
study, I am not suggesting that the educational policy discourses and the 
educational drama discourses are the sole determinants of the rules for 
selection. I have shown that the way in which drama has been constituted as 
an educational pursuit in the intellectual field of educational drama 
determines what is included in the syllabus. Thus the syllabus writers' 
positioning within the discourseof educational drama, their knowledge and 
experience of trends within this field to a large extent determines what is 
recontextualized in constituting the syllabus. In addition, the specialization of 
time in the syllabus, discussed in the analysis, also defines the rules for 
selec-tion. The hierarchy from child to teenager to student defines what is 
appropriate for learners to learn in drama at different ages. Thus the social 
arrangement of the school regulates what is selected in the constitution of 
the syllabus. The way in which the school system itself is structured, with 
examination requirements and exit points from the system, also determines 
the prioritizing of discourses in the syllabus. 
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6.2 The operation of the rules for selection 
In order to discuss how the discourses operate as rules for selection, it is 
necessary to consider the positioning ,of the syllabus writers in the 
recontextualizing field. The syllabus writers are situated in the pedagogic 
recontextualizing field in a subordinate position, for reasons I will elaborate 
shortly. The subordinate positioning of these agents can be seen to 
determine what discourses are drawn on in the constitution of the syllabus. I 
would argue that the recruitment of educational policy discourses is a 
strategy to overcome this subordination. The syllabus authors also recruit 
educational drama discourses for recontextualizing in the constitution of the 
syllabus1. 
6.2.1 The positioning of drama in the recontextualizing field 
In order to illustrate the subordinate positioning of drama in the 
recontextualizing field and to show how the promotion of the subject drama 
has largely been in the hands of agents in the PRF, I will firstly give an 
historical overview of the subject drama as it has been negotiated in the 
recontextualizing field. My data is drawn mainly from policy papers and 
statements, and papers on arts education policy by Carklin (1996) and 
Dalrymple eta/ (1993). 
Drama is poorly established as a matriculation subject in schools in South 
Africa, except in Kwazulu-Natal, where Speech and Drama is offered in 49 
secondary schools in the former NED, and 60 schools in the former DEC, 
House of Delegates. In the Western Cape approximately five schools offer 
speech and drama as a matriculation subject. There are no subject advisors 
for drama in the Western Cape. 
1At the same time, however, the writers are positioned within both sets of discourses, and could be 
seen to be positioned by these. This raises the question of agency. It is not within the scope of this 
study to examine this issue. The purpose here, rather, is to highlight the tension that an analysis of the 
rules for selection raises, between the recruitment of discourses by the recontextualizing agents, and 
the positioning of the recontextualizing agents within the discourses. I will suggest in the following 
discussion that to a large extent the syllabus authors can be seen to draw on the discourses because 
of their subordinate positioning within the pedagogic recontextualizing field (PRF). In the discussion I 
focus on educational policy discourses which come to regulate the rules for selection in the 
constitution of the syllabus. 
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In 1991 the ERS and CUMESA documents were produced by the National 
Party government. The focus in these documents is on relating education 
directly to the economic needs of the country and there is a marginalization 
of arts and drama. The CUMESA document does. state that arts education 
should be compulsory with an emphasis on " ... practical participation and the 
development of skills in the three areas of creation, recreation and 
appreciation" (CHED, 1991 :31 ). This was an important departure from 
existing arts policies in most education departments, but examination of the 
implementation of the recommendations indicates their limitations. In the 
primary school, for example, an integrated course is proposed but not 
evaluated for certification or promotion; in the secondary school, arts 
subjects are suggested as 'vocational options' and labelled as 'talent 
subjects'. They are not recommended as options for general matriculation 
subjects. Expressive arts were thus not recognised as central to general, 
formative education, but were seen as general or "supporting" subjects. 
In the 1992 NEPI documents the arts in education do not receive specific 
attention, except to mention that "the role of creative and dramatic art and 
music needs specif,ic consideration in terms of teaching creativity, other 
forms of communication, and physical skills" (NEPI, Curriculum, 1992:70). 
In 1992 the National Arts Initiative (NAI) (non-governmental) was set up. 
Regional working groups were established to research future arts policy. 
Ninety percent of delegates agreed on the statement of intent to "ensure arts 
education for all at pre-primary, primary and secondary school levels 
irrespective of vocational training" (NAI, 1993: 5). The strongest supporters 
of arts education remained outside of the bureaucracy, ardent in their lobby 
for the arts in education, but met mostly with a government that had other 
priorities and was largely unsympathetic to their cause. The perception that 
arts education was a luxury and an "expensive frill" persisted and promoters 
of arts education appeared to be trapped in a lobbyist position. 
In 1993, the ANC through the Department of Arts and Culture recognised 
that the arts and culture needed to play a central role in transforming society. 
Mtutezeli Matshoba (Media Spokesperson for DAC), co-opting the lobbyist 
position of arts educators, stated that 
the aim of education under a democratic government shall be to teach the youth 
to love their people and their culture, to honour human brotherhood, liberty and 
peace . .. since all these virtues can be realised through cross pollination and 
interaction on the same platform as formal education, the integration of cultural 
and formal education is essential to the formulation of a productive education 
system"(Weekly Mail: 28 May 1993:24, cited in Dalrymple et al, 1993). 
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The ANC also held a conference in which an entire day session was devoted 
to educational and cultural matters. The main . focus, however was on 
performance and the training of :performers, rather than education in a 
broader sense. The Weekly Mail criticized the proceedings, stating that the 
"conference revealed a throwback to the 80s, to the days when culture was a 
weapon" (7 May 1993:24, cited in Dalrymple et al, 1993), and went on to say 
that the conference was part of election "build up", rather than real 
educational and cultural debate. 
As a result of the lack of any real political commitment to arts education in 
the time prior to the elections, the National Arts Coalition (NAC) issued a 
policy statement from art educators in December 1993, clearly stating the 
belief that " ... every child has the right to general formative education in the 
arts" (cited in Carklin, 1996:4). The fairly general statement issued by the 
NAG encapsulated the thoughts and ideas that art educators had been 
proposing for some time, and was an attempt to strengthen the lobby for art 
education as well as garner broad-based support for their ideas. 
The 1994 RDP document made a positive statement, envisioning the arts as 
"a crucial component of developing our [country's] human resources" (ANC, 
1993a: par 1.4.8.) stating that: 
Arts education should be an integral part of the national school curricula at 
primary, secondary and tertiary level, as well as in non-formal education. Urgent 
attention must be given to the creation of relevant arts curricula, teacher training 
and the provision of facilities for the arts within all schools. (ANC, 1993a: par . 
.{3.4.8.) 
In 1994 the arts syllabus, Syllabus Proposals for the Creative Arts: Dance, 
Drama, Music, Visual Arts (the focal study of this research), was formulated 
by a group of educational drama practitioners, including teachers and 
academics, in the Western Cape. The production of the syllabus document 
was co-ordinated by the National Arts Coalition Arts Education Task Group 
and was written as a submission to the Western Cape Province Arts and 
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Culture Task Group's (WESTAG) policy document. The syllabus proposals 
were submitted to WEST AG in September 1994. 
In March 1995 The White Paper on Education was released and stated: 
Education in the arts, and the opportunity to learn, participate and excel in 
dance, music, theatre, arts and crafts must become increasingly available to 
all communities on an equitable basis, drawing on and sharing the rich traditions 
of our varied cultural heritage and contemporary practice" (Department of 
Education 1995:22, emphasis 1in original). 
This was the first sign that the education ministry appeared to be taking on 
the responsibility for arts education. However, the use of the term theatre as 
·. -·· opposed to drama was criticized as representing a particular understanding 
of drama which does not give its potential educational value its full due 
(Carklin, 1996:7). 
In June 1995 a widely consulted and detailed report on arts education was 
published in the Arts and Culture Task Group (ACTAG) Report. In the 
Western Cape, WESTAG, an equivalent body to ACTAG was formed by a 
voluntary task group under the auspices of the Ministry for Education and 
Cultural Affairs. 
In 1996, the arts (including music, drama, dance and the visual arts) were 
isolated as one of the eight learning areas for the new South African school 
curriculum. Learning outcomes for the subject drama are currently being 
drawn up in the education department, and a 'learning programme" 
(syllabus) is being devised in terms of the National Qualifications Framework 
and the National Education Departments Curriculum Framework for General 
and Further Education and Training (1996). It appears that drama, at least in 
theory, is finally being established as a subject in the formal school 
curriculum, and the responsibility for its institutionalization is being 
undertaken by the Education Department. 
It is clear from the above overview that the syllabus authors, at the time of 
writing the syllabus, were situated in a subordinate position in the 
recontextualizing field. In the following sections I describe the relationship 
between the OAF and the PAF and issues of subject competition in order to 
demonstrate how the syllabus authors can be viewed as drawing on the 
-. ~ ...... "'· 
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educational policy discourses in the constitution of the syllabus. At the same 
time this goes some way to explaining how the educational policy discourses 
come to regulate the rules for selection in the constitution of the syllabus. 
6.2.2 The syllabus writers' positioning in the recontextualizing field 
The circulation of educational drama discourses in South Africa (largely 
emanating from Britain) happened within the context of an emergent interest 
in the sociology of education amongst drama practitioners in South Africa. 
During the 1980s the purpose of school subject drama was questioned. 
Educational drama practitioners, particularly in university drama 
departments, began to take a special interest in " ... understanding the ways 
in which culture and education may act as a means of social reproduction of 
class, ethnic, racial and gender structures and therefore as a means of social 
control" (Dalrymple, 1987:2). In the past, "the refusal to develop a sociology 
of theatre studies has thrown the discipline into a state of crisis in which 
much of the work is outdated and .irrelevant to the changing needs of 
society"(ibid.). 
Taking a clearly social reproduction theory approach, actors in the PRF, in 
particular academics, articulated the need to imbue the subject drama with a 
social project. Muller writes of this period: 
The left wing academics with their borrowed reproduction theory, were in effect 
practising, on the level of theory, what the activists were doing in the streets, 
that is, writing the implacability of the state and the need for absolute 
resistance. The effect was a totalizing stand off between the 'people' and the 
'state' (1996a: 9}. 
During this period educational drama practitioners not only found themselves 
in opposition to the state on moral grounds, but also because of its attitude 
to arts education in general. Firstly, the government considered an education 
in the arts inappropriate for a (black) population being schooled for labour, 
and secondly, in terms of resources and priorities, drama was near the 
bottom of· the list. Thus there was little support. for drama education from 
within the state and most of the advocating for the establishment of the 
subject in schools came from lobby groups, academics and their 
organisations. 
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At the time at which the syllabus was constructed, however, there was a 
profound change in the relationship between the 'state' and the 'people'. 
1994 saw the establishment of a legitimate government, and left-wing tactics 
employed by those previously in opposition to the government now seemed 
redundant. Morphet (1996) indicates the uniqueness of this context in the 
history of South Africa. Whereas in the past there had been a gap between 
the two fields, at this point in time the ORF and the PRF spoke the same 
language (that of democracy, equity, equality and redress), and the PRF 
indeed sought to align itself with the OAF. Promoters of arts education 
historically represented opposition to the state, and spoke the language of 
lobbyists. The syllabus represents a repositioning of arts educators as they 
face a government that is no longer "the enemy". The syllabus, constructed 
within the PRF, in several ways appears to seize at the opportunity of 
aligning itself with the ORF as a more definite way of establishing drama in 
the school system. Given the ANC's statements before the elections in 1993 
on the importance of arts education (cited in section 6 .. 2.1 ), the new 
government would have been perceived as being far more sympathetic to 
the cause of arts education. 
However, the syllabus writers do express certain difficulties in ascertaining 
exactly what the state's agenda for arts education is. The syllabus was 
produced before the first Education White Paper was .published and before 
the NQF became accepted as the new educational framework. The writers 
state in the introduction to the syllabus that 
" ... the Education white paper has not been released to date. There has 
accordingly been no opportunity to verify that our frame of reference accords with 
the forthcoming government regulations" (NAC, 1994:i). 
Having operated as lobbyists, promoters of arts education have an 
established tradition of being ardent and insistent in their demands, making 
proposals from their specific comportment as drama practitioners. In the 
syllabus the tone is more constrained, more measured and prepared to 
address the state's vision of education as well as their own. They are 
tentative in their submission when they state that: 
We have begun by pinpointing what needs to be taught - providing the syllabi, 
because it is difficult to estimate, without syllabi, what resources and teachers 
are necessary. Syllabi concretise the educational terrain which is helpful to 
'. ·~. . .. , . ~ ' ' .. . . . : ' . '· .. 
educational planners. We are committed to contributing to the planning for arts 
education (NAC, 1994:i). · 
and, in the Frame of Reference section, that: 
... the syllabus material and commentary submitted here is also a series of 
working documents. Within the disciplir,e.s of Dance, Drama, Art, Music and 
Visual Arts there are movements and working groups nation-wide seeking to 
find the best syllabi and curricula for these disciplines. We associate ourselves 
with these movements and are offering these documents within all such forums 
to contribute to education research" (NAC, 1994: i). 
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It is evident that the syllabus writers are seeking co-operation with the ORF, 
rather than operating within an oppositional mode. There is evidence in the 
syllabus of an inherited lobbyist positioning, referring to one of the 
educational issues of arts education as "South African school pupils deserve 
education in and through the arts" (NAC, 1994:iv; emphasis in original). 
However the syllabus marks a change in the approach to policy that arts 
educators have had to adopt in the past. 
The positioning of the syllabus writers in the recontextualizing field 
determines the rules for selection that are used in the constitution of the 
syllabus. I would argue that the syllabus writers, operating in the PRF, seek 
to align themselves with the ORF, and for this reason draw on the 
educational policy discourses as rules for selection in· the constitution of the 
syllabus. The fact that the syllabus was constructed in the PRF means that 
the state's imperatives for education did not automatically determine the 
rules for selection in the constitution of the syllabus (as would be the case in 
the ORF). 
6.2.3 Issues of competition 
It is evident from the above discussion that the ORF and the PRF to a large 
extent spoke the same language, and the PRJ: sought to align itself with a 
legitimate government which seemingly sought fair and just objectives for 
education. The selection of educational policy discourses is also to do with 
subject competition. Goodson states that "much of the curriculum debate can 
be interpreted in terms of conflict between subjects over status, resources 
and territory"(Goodson 1983:3). In a climate of fiscal restraint and a lack of 
resources, subjects that are held to directly respond to the needs of the 
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economy (for example, science, maths, technology) have a higher status and 
take priority over arts education. 
Drama as a subject is forced into a position where it must justify its existence 
in the formal curriculum. Its ability to compete within current discursive 
conditions becomes crucial to its subject status. If the present hegemonic 
discourse, that of the market, determines what gets prioritised, then 
statements in the syllabus like the "life skills which arts education engender 
will contribute to the production of an educated work force" (NAG, 1994:iii), 
form part of the subject's legitimizing process. 
In order to establish drama as a subject in the formal school system it has to 
compete with other subjects. The deployment of educational policy 
discourses is an effort to bring drama in line with the educational imperatives 
in the OAF in order to legitimate its position in the school system. 
In this chapter I have described the rules for selection in the constitution of 
the syllabus. I have argued that the educational policy discourses, recruited 
in the constitution of the syllabus, to a large extent regulate the rules for 
selection. I have further examined h'ow this can be attributed to the 
subordinate positioning of the syllabus writers in the recontextualizing field. 
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CHAPTER SEVEN: CONCLUSION 
In this concluding chapter I will provide an overview of how I addressed the 
research question, namely, how a syllabus is constituted through 
recontextualizing. I will also examine some of the limitations of the study, and 
point to further research. 
7.1 The Study 
This study set out to develop an analytical framework for the analysis of a 
syllabus. I used as a focal study for the research the NAG drama syllabus, 
which was drawn up in 1994. My interest in analysing the constitution of the 
syllabus was initiated by observing the current process of syllabus 
construction in the Western Cape Education Department, and my contact 
with the NAG syllabus document. This study focuses on what Goodson 
(1991) refers to as "curriculum as prescription". In surveying the literature, I 
found little evidence of the analysis of the written curriculum, but was 
interested in Bernstein's work on curriculum, particularly his theoretical 
concept of recontextualization, as a way of analysing the constitution of 
syllabus. Drawing extensively on this concept, and several other analytical 
tools provided by Bernstein's work, I set up a framework for the analysis of 
how a syllabus is constituted through recontextualizing. A summary of this 
analysis follows. 
In order to focus my analysis of the NAC syllabus, I separated the text into 
resources, modalities and skills. I analysed each of these categories in terms 
of the specialization of voice and identity. The specialization of voice 
established the academic identity. The specialization of identity marked out 
social identities, such as "the South African citizen", "the person entering the 
workplace", indicating the recruitment of educational policy discourses in the 
constitution of the syllabus. I also examined the classification and framing of 
the subject and the hierarchies that were developed, in terms of the 
sequencing of the syllabus and the specialization of time. 
I then analysed the recontextualization of discourses in the constitution of the 
syllabus. I isolated two sets of discourses on which the syllabus authors 
acted selectively in constituting the syllabus: educational drama discourses 
and educational policy discourses. I singled out three educational policy 
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discourses for the analysis: the discourses of utilitarianism, progress1v1sm 
and reconstruction and development. According to my theoretical framework, 
both educational policy and educational drama discourses circulate within 
the recontextualizing field. Bernstein states that "it is the recontextualizing 
field which generates the positions and oppositions of pedagogic theory, 
research and practice"(1990:61 ). The recontextuaiizing field is subdivided 
into two fields: the official recontextualizing field (ORF) and the pedagogic 
recontextualizing field (PRF). Taking into account drama's low status as a 
school subject, and the syllabus writers' situation in the PRF, I argued that 
the syllabus writers are positioned subordinately within the recontextualizing 
field. 
In the analysis of the recontextualization of discourses in the constitution of 
the NAC syllabus, I demonstrated how the educational policy discourses 
regulate rules for selection, in that they explain to a large. extent the 
sequencing of the syllabus, the hierarchy that is developed, and the 
specialization of identity. In other words, I argued that the educational policy 
discourses of reconstruction and development, utilitarianism and 
progressivism regulate rules for selection of educational drama discourses 
for recontextualization in the constitution of the syllabus. To a significant 
degree, the educational policy discourses determine the patterning and 
prioritizing of educational drama discourses as they enter the syllabus. 
In the final phase of the analysis I explained the operation and constitution of 
the rules for selection. 1 demonstrated that the way in which the rules for 
selection are constituted is related to a number of factors, an important one 
being the syllabus writers' subordinate positioning in the recontextualizing 
field. Due to drama's low status as a school subject, and the syllabus writers' 
location in the PRF, I concluded that the educational policy discourses are 
recruited as rules for selection in the constitution of the syllabus. However, at 
the same time the syllabus writers are situated within these discourses, and 
are therefore positioned by them. This raises an interesting tension in the 
analysis of the rules for selection. 
. . . . .... - .... . .-:.-_ 
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7.2 Limitations 
Due to the necessarily limited nature of the study I have identified the 
aforementioned tension in the analysis of the rules for selection, but was not 
able to resolve it. A resolution of this problem would require inter alia 
interviews with the syllabus writers in order to examine their relative 
positioning in recruiting discourses in the constitution of the syllabus. This 
does, however, point to further research, or an extension of this study. It is 
worth noting Ball's (1990) statement, in discussing the constitution of the 
subject English: 
At any point in time, there is a whole set of influences at work in shaping and changing 
a particular school subject. While it is possible to accept at an abstract level that school 
knowledge is a selection from the available knowledge within the culture, and that 
those in positions of power will attempt to define what is to be considered as 
knowledge, it is much more difficult to identify those in positions of power, the extent to 
which their attempt is successful, and the extent to which alternative definitions 
compete for ascendancy within any subject (Ball, 1990:1 00). 
A further limitation of the study is that I have looked only at the preactive 
aspect of curriculum, or curriculum as prescription. When the syllabus enters 
the classroom, new sets of discourses be·come available for recruitment in a 
further recontextualizing of the syllabus, where the discourses in the syllabus 
are again repositioned and refocused: 
what is reproduced in schools may itself be subject to recontextualizing principles 
arising out of the specific context [e.g. family, peer, community relations] of a given 
school (Bernstein, 1990:199). 
I would also, given the space and time, have liked to theorize more fully the 
recontextualizing field, not only the dynamics between the ORF and the PRF 
and the question of power relations, but also to examine these fields in terms 
of classification and framing values. 
7.3 Concluding remarks 
I have examined in this study the influence of socio-political meanings, as 
manifest in educational policy discourses, on the constitution of curriculum. I 
have shown how the recruitment of these discourses explains, to a large 
extent, the way in which the syllabus is constituted. Bernstein argues that the 
rules of relation, sequencing and pacing of a school subject cannot be 
derived from some internal logic to the subject itself (1990:185; 
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emphasis mine), and he states that the "rules of reproduction of a subject are 
social, not logical facts" (ibid.). 
Although certainly not the only way of analysing the syllabus, I have found 
Bernstein's arguments and theories a useful and exciting way of examining 
how the discourses circulating at the time and place of the constitution of the 
syllabus both enter the syllabus and define how it is constituted. The notion 
of recontextualizing provides a way of examining the interplay between 
educational policy discourses and subject-specific discourses. The notions of 
voice, identity, classification and framing are useful analytical tools for 
marking out the specific discourses that have been recruited in the 
production of the syllabus. In this study I have attempted to offer a method of 
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VISUAL ARTS 
Some comments from the Art Educators Forum. 
1 
!.PREAMBLE 
1.1 Composition of the NAC Combined Arts Committee. 
l.l.i. This document is a compilation of new planning, research and C( d i.tlll•n undettaken by 
a..~sociati11n~ and interested teachers and lecturers in the four disciplines 1 .; D.lllo:e. Drama, Music and 
Visual Art.'\ who consider it necessary to ensure that arts education is pw,·1J:.-J for every school pupil. 
l.l.ii. :\ssociations such as the South African Association for Drama and Y, 1uth Theatre. the South 
Af1icu.n Guild of Speech and Drama Teachers and the South African \1tt:-.K Educators Society have 
representatives who have been contributing to the syllabi under the auspK~~ n1 the National Arts 
Cnalitiun (!\AC) Western Province Regional Branch. Research undertak~n t'~ the Art Educators 
Fnrum has been made available to the. National Arts Coalition in the emk~J\'1 •ur to achieve appropriate 
art.~ education for all. 
1.2. !\lotiYation for this submission to WESTAG. 
1.2.i. The purpose of this submission is to bring the urgent and critical n:..·ed f, 1r arts education to the 
attentiun of the Minister and her advisors. 
l.2.ii. Vnicing the need is however only the first step. The next is to pwpnse ways and means to 
address the need. 
1.2.ii. We have begun by pinpointing what needs to be taught- providing the syllabi. because it is 
difticult to estimate, without syllabi, what resources and teachers are necessary. Syllabi concretise the 
educatiunal terrain which is helpful to education planners. 
1.2.i\'. \\·e are committed to contributing to the planning for arts education: tabling syllabi is just the 
first st:.'p. 
1.3 Frame of Reference. 
This d,,._·ument is based upon certain assumptions. These are as follllW'-. 
1.3.i. \\'e are aware that all existing syllabi are currently being reviewed h• remove any material that is 
inaccurate or 'unfortunate': with a view to these revised syllabi being impkm~nted in 1995. 
1.3.ii. We .submit that the alterations referred to above are ·cosmetic·. 
1 . .3.iii. We hold the view that some of the existing syllabi for the arL-;. r~,·i:-.eJ or not. require radical 
transt-,nnation if they really are to serve the needs of the majority of sl,uth .-\ftican school pupils. 
1.3.i'. Accordingly the syllabus material and commentary submined here ::--also a seties of working 
dncum;:nts. Within the disciplines ofDance. Drama. Music and \'i:-uai An:- there are movements and 
work in~ gn1ups nationwide seeking to find the best syllabi and curri .. :ula 1111. these disciplines. We 
assoc:~tte our~elves with these movements and are offeting these d1•;.·um~·n~.' wnhin all such forums to 
contri l>u te to education research. 
1.3. ,.. lt must be stressed that the deadline for submission to WESTAG 111 ::. September was 
publi,hed rather late, necessitating a rushed finish to research in prl~~~~s~. In addition the Education 
whitt· raper has not been released to date. There has accordingly be~r. nl' l ;ppllrtunity to verify that 
uur frame of reference accords with the forthcoming government re1;uiauon,. 
1.4. Recommendations tabled thus far for South Africa's new. unified education system. 
l...l.i. \\·,have taken CO!.misance of the ERS, the CUMESA and A~C Dis..:u ... sion Document on 
EJuu~l\'11 (January 1994). This document assumes that the new edu .. :a!Il•n '-\stem will aim to 
impk:n::-nt ten years of ft:ee. compulsory schooling- from Pre-Sub .-\ Pr~·-t i:·ade l J. Sub A (Grade 1) 
tll St-.: - tGrade 9). The General Education Certificate will therefore~~· ;;1~· 't~mdard exit point from 
cnmr~ll,\lry ~chooling. 
I A.ii. :-)eninr secondary schooling from Std 8 to Std 1 (I rGrad~s 1 (;.;.:·''ill b~· voluntary and will lead 
tu thr Funhcr Education Certificate. 
I A. iii. We understand that the combined arts are acknowkd~ed a:- a~,\ •rc '-llt'>!cct domain in GEC . - . 
cducati, 111. 
1 A.i' \Ve are Jware that it is likely that macro-education policy. in~..·!uJm~ ~,·,·re syllabi for primary 
anJ >:.::...·~·ndary schools. may be generated at national level but will h:· 1mrkm~nted and realised at 
re~in:lJ.] level. 
l.~. , .. We: are aware of financial and other constraint." \.vhich ma.ke ~h:.: lnllllL"JiJ.te implementation of 
the P:·..,. Sub A year unlikely. 
.. 
11 
1.4.vi. We- take the view that as Arts Educators in the Cape. we have a r~:-.punsi~ility to contribute tO 
policy formulation and implementation at both national and regional lev~·! \\ :· therefore offer these 
syllabi tl' ...:(lnuibute to policy development at both levels. 
Copyrigh; , .:·these documento; vest~ in the compilers. 
1.5. Current provision for Arts Education in Schools. 
1.5.i. A~: :t:· as we know. education in the arts is offered at less than on,· :-'~·:·,·:·:1: uf ex-DET schools in 
am· form '' hatever. · 
I.S.ii. Th,· provision for Visual Arts and Music in ex-House of Represen:au ,.,.~ :-...:hools and 
traditwnai!: ·white' primary and secondary schools in the Cape is mosti; ::u: t11 very good. There are 
hnwever ,._:huuls in which the comparable provision is less favourable. 
1.5.iii. D:uH.:e is relatively extensively offered for female pupils in ex-H11u~~· .~: Representative schools 
a~ part('~ :he PE syllabus. Ballet is accepted as a manic subject in ex-H,•u:-.;.· ~~: Representatives and 
traditicmail: ·white' schools, but seldom is actually offered. 
1.5.iY. 0:-:.~ma is offered sporadically in traditionally 'white'. and occasinn:.1ll; in ex-House of 
Represen:arives primary schools. Drama is accepted as a matriculation suh_iec: in ex-House of 
Represent:.ttives secondary schools and is offered in one or two. Drama i:-. not accepted as a 
matricul:lli1m subject in traditionally 'white' secondary schools. It is accepted a.-. :.t matriculation 
su~ject II< pri\'ate schools and the Natal Syllabus for Speech and Drama i:-. utili.-.eJ. 
1.(l Art.' education in a reconstructed education system. 
l.h.i. !\.·\\ is the time when the education system is being completely rt>\'i:-.c-t.l and reconstructed. Now 
i:-. the tim;: · hefore all the attention is diverted to other areas of educatiun - t1 • call for some education 
in the arts for every South African school pupiL 
l.h. ii. Th,· provision of arts education for DET and other disadvantaged :-.\.:IH H d pupils is an urgent 
matter r~·~JUirin!! immediate redress. Resources, from the Arts and Cultur~· .-\:\0 the Education AND 
the ROP i~udgets must be made available to enable those schools with :11 · ~..·urn~nt provision for arts 
educati, -11 ti • introduce the arts. 
i .h. iii. Til:: reasons why arts education must be addressed immediate!~. ;;iven the pressing needs of 
literacy ::nG numeracy, are covered in-the General Introduction sectior: ,•: th1~ dncument. 
l.h.iY. I;; the short to medium term we propose that primary school.-. (l:"i,·:· .~ne 11r more ofthe arts 
· Dance. Dram a. Music & Visual Atts) according to their preference anJ ; h~·i r :1ccess to resources and 
te~.u.:h~r:-. 
1.r~.\'. < >:1~· tlr more of the atts. namely Dance, Drama. Music nr Visua; .-\rt' ,Jwuld be offered to all 
pupib 1:: ih;.> junior secondary phase for GEC; and as an option in the .-.~·t~il •:· 'n:undary phase for FEC. 
1.6.vi. i:~ s,.,uth Africa's cultural hetitages the arts are not conceived,,:·:!.' Ji .... unct and unique as in the 
Wester:: :1erita!!e. We recommend that in the medium to lonr: term C'mhn~·J :\rt~ be introduced in 
tht> piiJ:i:t:·~· phase of compulsory education. This course wo~ld ha\'e :1::\lpacbges that would allow 
'ch(•ol:- ;tnc teachers a broad choice in the way in which Combined :\r:.' :, •1ft"C'red. thereby utilising 
the strcn;:th.' nf the teacher(s) and the school(s) to best effect. 
1.7. Future Proposals. 
i .-:-.i. Ti1i~ Jucument does not presently contain a syllabus for Combin~·J .:\:T-... 'ince the work on this 
1:-- nnt ~ :·: ,ufficiently advanced. When this task is accomplished we";;; ,u:~:llil it tl' the minister for 
~·unsiJ~·:·~tllllll to WESTAG and the SMT for consideration. 
i .11. \\ :· are als0 concemed with the following: 
.. P;-::--Sub A syllabi, 
·· .\n~ education in special and remedial education and art~ th:::·:::··\ 
, . ii:-:-;erYice teacher education in one or more of the aJ1s. 
:. Pr::--service teacher education for the arts: 
.:nd \\"'-' ·.• .. •ui_d welcome consultation with WESTAG or the SMT on th:·~~· .:;hj .:ny other matters which 
'o~u m::., \\·ish tl"• raise. 
111 
2. GENERAL INTRODUCTION 
2.1 The Creative Arts 
For South African schooling the fo11owing major fields in the creative :.111.~ h::n· heen identified as they 
are reflected in the many cultural heritages of Southern Africa: 
,·isual arts (includes craft & design) 
:n usic 
drama dance 
literature (taught in language courses) 
media (video, film and television) education. 
E: . .n.:h of these art fotms offer distinct types of creative experience and aesth~th: understanding -all of 
which shnuld be developed as a part of a balanced educational process. Th1.' d11l'ument does not 
h11wever attempt to deal with the area of media education. 
2.2 The relative importance of vocational training. 
This is the age of technology and technical and vocational tr.tining are currentiy viewed as highly 
important. However, in order to prosper in a modem society all our human potential should be fully 
realised. The arts are important for the cultural. social. intellectual and spi1irual developement of every 
person and should be available to everyone and not just a select few. An education without t.ne arts is 
school in:; without soul. The life skils which ans education engender will conuibute to the production 
uf an educated work force. 
2.3 Social Issues. 
~.3.i. It ...:;.mnot be over emphasised that the creative arts are an integral part of life. A 
r~cnnstructed system of education must therefore encourage indigenous self expression through 
ronsef\·ing and adapting local traditions and expressive forms. It is throu~h the ans that the oral 
traditi(\n.' of South Africa can be fostered. Arts education must be cultur:.~lh· relevant and sensitive. It 
should ,Jra\\ on the student's own cultural background and recognise the ,·aiue of local culture as wen 
as teacl1ing new forms and combinations of different forms. 
Engagem~nt with the a1ts fosters enthusiasm for learning because young people enjoy expressing 
th~mseh·c!\ orally and physically and this allows for success in the early stage!\ which in tum fosters a 
culture ,,f learning. 
2.3.ii. The :.u1s are a vehicle for intercultural understanding. Arts eJucatinn should promote 
tPieran~.·c and understanding and be deliberately anti-racist. anti-sexist. anti-i.."hauvinist and anti-
prejudice. It should challenge rigidified cultural stereotypes in creatin· w:.Jy!\. The art.<> offer young 
peopk the experience of learning about the world and iL<> history thfllugh le.aming about and 
under...;tanJing other cultures. Cultural values are not only preserved and transmitted through the arts, 
they ar,· examined and critiqued in order to forge new models of expres~il•n and new ways of seeing 
and knowing that are unique to each art form. 
~.3.i\". The arts also offer learning experiences which develop social ~kill~ and have healing qualities. 
\1any '~'-·turs of South Atlican society are strife tom and the young ;..tre ... ..:a:T~·d by violence and death. 
The an' :.tre a way of thoughtfully expressing the anguish and frustr;.ttl~>n 111 th:: past through artistic 
reinterrr,·tatil)ns: and allowing the young to come to tetms with u·auma~ r, · wh1ch many have been 
exposcJ. Therefore the arts may serve to heal societal schisms and per~. •n:1l traumas and help build a 
fun-:ti, •n i ng !\OCiety. 
2.4 Educational Issues . 
2.4.i . .-\n~ education encompasses a holistic approach to education. 1: :' ,·l,ncemed with the 
intelle'"·tual. emotional and spititual growth of human beings. The merh, •doh ·~Y of ans education is 
proce\' , ;rientated and process sensitive and is based upon the recogniti,,n that there is no absolute 
right :lild wrong in the arts. The focus is on experientialle:.uning. ln ,,u:· trJJHional heritages. the ruts 
are an c:-.;citing way of learning because everyone pruticipates. Story. :o.l•n:;. J:mce and special clothing 
llr ornamentation aim at the socialisation of the child as well as teach in::: Y''un:; people cultural mores. 
lV 
2.4.ii. Ans education's role in socialisation is an important one. It develops life skills as well as 
motor and co-ordination skill. creative thinking and skills of critical anal~·sis. Arts education 
fosters communication. confidence to initiate and follow through on idea.' anJ the ability to listen, 
negotiat(> and compromise. 
2.4.iii. South African school pupils deserve education in and through the arts. 
I 
A TRIAL/PILOT SYLLABUS PROPOSAL 
FOR 
DRAMA 
FOR PRIMARY SCHOOLS IN THE WESTERN CAPE PROVINCE 
DRAMA SYLLABUS for Sub A to Standard 5 
INTRODUCTION 
The nature of this document. 
This is an outline proposal for a Drama syllabus for the first phase of compulsory schooling, namely 
Pre~Sub A. Sub A - Std 5 (Grades 1-7). The proposal is a working document and is open to 
completion. correction or improvement. 
The designers of this syllabus are Drama educators working in the Cape. The process so far has been 
broadly consultative and it is planned to continue that way. based upon the view that as many drama 
teachers as possible should have a say in planning what they teach. The Drama syllabus committee 
view it as desireable that pupils and parents should also have access to the process. The names of 
those who have thus far conuibuted is to be found at the end of the document. Copywright of this 
document is vested in the compilers. 
Thus far the focus has been on pinpointing learning processes (includin~ content) and defining 
outcomes for the chief phases of Ptimary Education. The next phase will involve obtaining feedback 
on the syllabus. possibly providing more detail, making the necessary ;.1dditiuns. alterations and 
adjustments as desired. 
Any persons (anywhere in South Aftica) who feel that they can valuably cnnuibute to the process are 
most welcome to write to the Syllabus Convenor, NAC. PO Box 47:. Athlnne. 7760. Tel. and Fax. 
!'jo. 6971 RR 1. Similarly should any person or organization consider that this syllabus committee is 
duplicating work already done better elsewhere. this committee would be grateful for models already 
drawn up with which they are not familiar. 
The nature of learning in! through and about Drama. 
This syllabus takes the view that Drama is an active. experientially-based process through which 
student' learn about themselves. drama and their world within a speciticall~· S11uth Aftica-odentated 
approach. 
Cultural familiarity 
Alth(lugh Drama frequently is developed in the realm of the imaginary. ~hlldren in the first years of 
schooling should work from the known, the familiar, the everyday. towards the unknown and 
unfamiliar. The teacher needs to be sensitive to the cultural practices current in the home backgrounds 
of the pupils- whether diverse or uniform among a class- and firstly reinfun:e respected cultural 
mores nf the pupil's home environments before posing alternative mode b. ln other words the drama 
wnrk should firstly have a local. South Af1ican flavour. and secondly a f11reign frame of reference such 
as North African. American or Westem European. 
2 
Research into Cultures 
One of the chief ways in which certain groups and communities in South Africa have been 
disadvantaged or marginalised in the past has been through rendering their home culture. artistic works 
and cultural practices invisible by ignoring these in the school curriculum. 
Teachers trained under the 'old system' may in many instances have to redress imbalances with 
respect to their customary point" of referral and frames of reference. Initially this may mean that the 
teacher has to undertake some added research to find suitable material for drama: searching for stories, 
songs and plays which have local relevance and reference rather than employing. for example, stories 
from a foreign tradition with which the teacher was supplied at teachers· college. 
If local stories. dramas and cultural traditions are referred to. the back!!rounds and local traditions of 
pupils wili receive regular reinforcement which will continually augm'ent the pupils' self esteem and 
community loyalty and pride. The value of this can not be over-emphasised. 
Medium of Instruction 
The focus of the work in Drama should shift depending upon whether the pupils are working in mother 
tongue or a second language. Obviously where the work is in a second language. greater emphasis will 
be placed on all aspects of communication, including gesture, listening skills. language acquisition, 
language proficiency and practice. and the development of communicative clarity, fluency and 
confidence. Nonetheless the Drama class must not lose its dramatic quality and give way to rote 
learning or transmission teaching. Learning in Drama is active and participatory. 
Assessment 
Assessment must be both continuous as well as summative and must focus upon the basic dimensions 
of Drama. namely the processes of participating, understanding and appl~·ing. Emphasis will fall 
0n ensuring that pupils are given sufficient opportunities to practise the drama processes relevant to 
their age gwup and then the consequent acquisition of skills. knowledge. Yalues and attitudes can be 
a~sessed in u range from 'Achieved and mastered very well' (A symbol) w · H a.;;; yet to achieve' (E 
svmbol1. 
Aspect:- of the syllabus must be assessed with due regard to their relatiYe importance. 
Assessment needs to take account of whether pupils are studying drama in their mother tongue or 
second language. Working in second language may require a focus upon language skills in drama and 
consequent shift of the balance of assessment factors. Fmthermore second language work may, but 
will n11t necessarily, adversely affect the acquisition of other skills. 
DRAMA SYLLABUS FOR JUNIOR PRIMARY 
Sub A to Standard 1 (Grades 1 to 3) 
Basic Dimensions 
3 
Learning in drama is an active proces~. This process has three basic dimen~l(lns: the pupil 
PARTICIPATING in the drama which leads to the pupil UNDERSTA:\DI'G something new which 
empowers the pupil in APPLYING recently acquired knowlege in new Cllntext.s. both within the 
drama class and beyond it. Looking at it another way around. applying a new skill or idea may lead to 
understanding a new field of knowledge which may well empower a pupil 111 participate with 
renewed commitment and sharper focus. 
Drama Processes 
These three basic dimensions above are all skills heightened while learnin~ thrnugh drama processes. 
At the junior primary level. the emphasis for participating, applying and understanding will be on 
introducing the child to basic drama skills, developing a sense of group. stimulating the imagination by 




communication through language and movement 
1. Working in a group 
The pupi I learns how to: 
i work in a group. 
ii make a circle. 
iii tint.! a space. 
Areas of Study 
i\' ·freeze· (ie stand still at a given signal- a bang on a tamboUJine. a clap etc) and respond to the 
teacher· s instructions. 
This de~ree of discipline is necessat)' for the pupil to participate effecti\'el~ in the drama. 
2. Group story telling 
:2.1. A~ a whole group, the pupils act out stories that are read or told t0 them ~y the teacher. They work 
imagin:ttively from voice and pictures. The dramatising of the story is tea-:her led. 
Stories are either based on: 
their everyday lives and involve the pupil's close family expe1ien<.·:? t_goin~ next door for a braai, 
gt,ing to church. moving homes. a flood, going to the beach) 
11 or these stories take place in the fantasy world (Makhwibitc;ana ! R~·d RiJinghond]. nicking a 
crafty rabbit. climbing a rainbow, trying to make a sad chief happy'· 
2.2. Tht> pupil explores roles that are: 
i known in their evet)'day lives (mother, father. sister. gogo. frien~ :md .. :11mmunity helper) 
ii unknown in the fantasy world (hunter, wolf, villager). 
:.3. The pupil leams to: 
i panicip:ne in and discover the pleasure of group story telling. 
11 offer individual ideas that will change the stOI)' and make group Jer1:--i• ·n~. 
3. Expressing in movement 
The pupil learns to: 
i respond to and develop the story through movement and action. 
11 express feelings through their body's movement-;. 
111 discover the different shapes the body makes in .space. 
1,. experience different ways nf moving through space. 
4. Expressing in language 
The pupil leil111s to: 
i listen tc' the story and through understanding. act it out. 
11 use new words and make new sentences by acting out the story. 
111 offer ideas and express thoughts and feelings. · 
rv listen and respond to each other. 
Learning Outcomes 
The puril is able to: 
I. imn 1Juce a story in the traditional way . 
..., W(lrk imaginatively 
3. usc concrete objects to represent other objects in dramatic play. 
4. pre> tend to be someone else with belief and act like them. 
5. panicipate in a pretend situation and act as if it were real. 
A. find a space in which to work without bumping into others. 
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i. m(lve freely and with ease through space responding to verbal and sound ~ignals to change 
direction. levels, sizes etc. 
~- respnnd in movement to images created by sound, music. poetry. 
9. usc ful! sentences to express their feelings and thoughts in their mnther tnngue. 
I {J. speak about their experiences and feelings in a small group. 
1 1. lislc>n to stories and others' experiences and feelings. 
12. be~in t0 use language and sound to express mood, feeling and emutinn in dramatic play. 
13. willingly participate in dramatic play. 
14. rec11gnise the problem that the story offers and attempt to find a S11lutiun. 
Assessment 
Thrnu_::hnut the year. the teacher can use the following categolies tn ;.L\Sl'SS tht' pupil's progress in 
dram:!: 
.-\chieved and mastered very well 
.-\..:hieved and ma..l\tered 
Has achieved 
h achieving 
H a.' vet to achieve 
There :1rc 4 area..' of assessment: 
1. Drama Processes 
The pupil must have learnt: 
i th" traditional way ofintrnducing a story and can respnnd to it (Ch,,;;i. Cl1<1Si Ngantsomi). 
11 t. I r u,:u.' and listen to the story for at least 15 minutes. 
111 H 1 engage emCltionally in a story. 
n· ll· ranicipate in the acting out of whole group stOiies. 
,. t\ • usc> any nbject given tn him/her in a creative way. 
,.1 C. •mmunication skills: 
t1' display good spatial awareness and orientation. 
l1 1 be aware of space and to move through it with ease. 
tu work on more than one level (ie close to the grnund. arms i:i th;: :1i:·~. 
\'11 R, 'lt:-play and lmpmvisatinn: . 
a. t\ 1 discriminate between the real-and the imaginary world ( il' kn,~" \\'hi.'n the drama statts and 
l·nJs). 
l'. tn ,·erbally recall what happened both inside and (ltJL,ide thl' d:-:,m::. 
c l\1 respect and respnnd to other pupil's roles. 
u. tn shows sif!ns nf commitment to a role. 
viii [(• b~ COntident enOU!!h tO res·pnnd free}V Within the drama leSS(Ir1.'. 
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2. Groupwork skills 
to conu·ibute ideas towards story-making in the classroom. 
n to sh0w an interest in others feelings and ideas. 
3. Language skills 
1 to answer simple questions about the story. 
11 to speak at least one or two sentences audibly and clearly. 
111 to be able to form a sentence cotTectly in the mother tongue. 
tv to ha\'e a very basic second language vocabulary. 
4. Cultural Understanding 
to understand the purpose of stories. 
5. Critical Awareness 
to share responses to st01ies in a small group. 
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DRAMA SYLLABUS FOR SENIOR PRIMARY 
(Standards 2 to 5 : Grades 4 to 7) 
· Basic Dimensions 
6 
Learnin~ in drama is an active process. This process has three basic dimensions : the pupil 
PARTICTPATING in the drama leads to the pupil UNDERSTANDI!\G something new which 
empowers the pupil in APPLYING recently acquired knowledge in new ~:untexts. both within the 
dram<.~ class and beyond it. Looking at it another way around, applying a new skill or idea may lead 
the pupil to understanding a new field of knowledge which may empower a pupil to participate with 
renewed commitment and sharper focus. 
Drama Processes 
The three basic dimensions above are all skills heightened while leaming thrnugh drama processes. 
At the middle primary level. the emphasis for participating, applying ami understanding will be on 
dramatising stories, improvising and making up stories, and exploring the world and its peoples 
through dramatic situations, role plays and rudimentary playmaking and performance. 
role play dramatic situations 
STORY 
communication through movement 
communication through language 
improvisation and playmaking 
STANDARD 2 AND 3 
(Grade 4 and 5) 
Areas of Study 
7 
Drama erncrsses and srnry conrent are leam.t at the same time. The fncll.\ '·' un continual 
impmwmt'I1T nfthe pupils' mastery t~(the drama pmcesses cnupled ,,·irh in<rm.,in~ dramatic skill and 
cultural knoll'ledge. 
1. Language - through story building 
Student.' make up stories. leam new words for the story. order the happen in,:.::-- ,1( the story into a 
sequen .. :\?. and develop the confidem;e to express feelings. opinions anll idt':t' ''·their classmates and 
the teacher in small groups. 
2. Dramatic Action- through dramatisation 
b;ing expressive movement. sounds, song and language, pupils make up ur improvise and act out 
stories I 1r Jramatic situations. thereby developing their sense of dramatic stru;,;ture. form, expression 
and usc 1 1f space. 
3. Group skills- through impro"isation and story 
\\'hen ;h...- pupils have to decide upon the meaning or outcome of the stnry with each other and their 
teacher. they learn how to work together in a group. 
4. Roil' play 
The pupil adnpts the life role. profession or attitude of a specified char:.H.:ter. Fnr example: 
:! .~·o.'.!o (grandmother) who is a witchdoctor who has had her .'upply nf magic herbs stolen from 
her. She is very old and angry and suspicious. 
5. Stories in everyday life 
Fnr ex:nnple: 
the class plans a presentation to announce the new recycling prP_gramme at the school: or to 
l·clebrate the anniversary of President Mandela' s inaugurati0n: ill" the ,: lass makes up a play 
;!rnund children who are hit by their parent'\ and explore and e:xpres-. th .. ·ir feelings on this issue. 
6. MYths of .'\'kosi and Tikoloshe: Heroes and Demons 
Thr0~1_:;h improvising myths and legends the pupils explore values. bc!ieb and .. :ultural practices 
imp0n:mt to different South Aftican communities. For example: 
the st0ry of Van Hunks and the Devil, ofRacheltjie. de Beer. 11f f.:fcin Rict-Aileen in die 
Rrll'rkui/. 
Learning Outcomes 
By the ~·nd nf Std 3 pupils should have achieved cettain SKILLS. K:\0\\l.EDGE. VALUES & 
.\TTriTDES. 
The .'tt:J,·nt slwuld be able to: 
1. Drama Processes 
l.i. Cr~·::t;.> simple dramatic sequences employing basic drama element.' 111 :111 ;:nacted story which 
i'e);ins. develops to a climax or .important stage and then cC'lnclud;.·-.. 
l.ii.R, >1;:- Play: Take on the profession. life role or attitude of a very -.p;.·;,:;: k ~·!1:..tracter. 
2. Group work skills 
~.i. Pan1cipate in and contribute to group dramatic activity. taking ille;:-.: ;·. '111 :he group and helping 
with SU!!!!estiC'lns or actions. 
2.ii.Liqen :.md 'U~e the ideas of others as well as offer ideas 0f their n\\'n. 
STANDARD 2 AND 3 
(Grade 4 and 5) 
Areas of Study 
8 
Dranw rmcesses and story conrt'nf are learnt at the same time. The foci/.\ 1.' on continual 
imprrm·me/11 of the pupils' mastery (~fthe drama processes coupled wirh /11( r('(lsing dramatic skill and 
c:ulruru/ knnw/edge. 
1. Language - through stor~· building 
Student:-; make up stories. learn new words for the story. order the happen in~~ of the story into a 
sequence. and develop the contidence to express feelings. opinions anJ id::-~1, 11, their classmates and 
the te:Jch~.r in small groups. 
2. Dramatic Action - through dramatisation 
Using expressive movement. sounds, song and language. pupils make up nr improvise and act out 
sto1ies or dramatic situations. thereby developing their sense of dramatic structure. form, expression 
and u"e nf space. 
3. Group skills- through improvisation and story 
When the pupils have to decide upon the meaning or outcome of the story with each other and their 
teacher. they learn how to work together in a group. 
4. Role play 
The pupil :JdoptS the life role. profession or attitude of a specified character. Fnr example: 
a gogo (grandmother) who is a witchdoctor who has had her supply nf magic herbs stolen from 
her. She is very old and angry and suspicious. 
5. Stories in everyday life 
For e\ample: 
the cla~s plans a presentation to announce the new recycling programme at the school: or to 
celebrate the anniversary of President Mandela's inauguraticm: or the class makes up a play 
around children who are hit by their parents and explore and ex pres~ their feelings on this issue. 
6. M vths of Nkosi and Tikolosh.e : Heroes and Demons 
Thr0~1~h improvising myths and legends the pupils explore values. beiid~ anJ cultural practices 
impn:1am tn different South AfJican communities. For example: 
the swry of Van Hunks and the Devil, ofRacheltjie de Beer.,,;· K!l'in Ricr-Alleen in die: 
Ro('l'kuil. 
Learning Outcomes 
By the end nf Std 3 pupils shnuld have achieved cettain SKlLLS. K:\'0\\'LEDGE. VALUES & 
A TTITl'DES. 
The :-tudent should be able to: 
1. Drama Processes 
l.i. Create simple dramatic .sequences employing basic drama element~"' an enacted story which 
begins. develops to a climax or important stage and then conclude~. 
l.ii.R•dt' Play: Take on the profession. life role or attitude of a very spt'Cltic d1aracter. 
2. Group work skills 
2.i. Panicipate in and conttibute tn group dramatic activity. taking id;.>:;_, rr11m the group and helping 
\vith SU!!.!!estions or actions. 
2.ii.Li ... ;ren at~d ~~~e the ideas nf others as well as offer ideas of their \)\\'11. 
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2.iii.Begin to take responsibility for one's behaviour and be responsible t•''' :mi:-; family. f1iends and the 
n:.~tural environment. 
3. Language skills 
3.i. Confidently express simple thoughts and desctibe situations verbal!; , ll 111 movement. 
3.ii.Lisren and talk about work in an ordered way in a small group with1ll1: tht> direct help of the 
te:.1cher. 
4. Cultural Understanding 
.:+.i. Refer t\l :.1 store of stories or dramatic situations which express the ,-~due:- 11f the community. 
4.ii.Apply knowledge discovered in drama to a new situation. 
For example: 
the student.;; have been practising interviewing in class. Next thl'Y .1re ;!Ssigned to interview a 
friend or family member who is not in the class and bring the re:-ult.-.. had' to class with them. 
5. Critical Awareness 
5.i. Express opinions about st01ies which embody certain values or attitudes. 
Assessment 
I. If it i,-.. felt necessary to assess each student individually and accord a m:.1rk. the following scale is 
suggested: 
.-\ =Achieved and mastered very well 
B = Achieved and mastered 
C = Has achieved 
D = Is achievin~r 
E = Has yet to i'chieve (Fail). 
2. By th'-' end of Std 2 the teacher should ensure that all the areas of study and 1 lppottunities fer 
partk:n~ting. understanding and applying have been provided forth~ :)llf'ik 
3. At r~·~ular intervals dming the year. the pupils' degree of achiewmen! llf "~:1ain drama skills, 
knowledge. values and attitudes can be checked off against the list 1 ·f Learning Outcomes, and an 
Asscs~ment Profile will emerge. 
For n:llnple: 
1. Dr:.~ma Processes 
l.i, C .:n th.:- pupils create simple dramatic sequences emplnying the b:1:-i~.: Jr~una elements. viz. 
b~~inning. development. climux and conclusion? 
l.ii. R,>i::> Pl:.ty: Can the pupil take on the profession. life role or attituJc- ''i ~: 'er~· specific character'? 
Areas of Study 
STANDARD 4 AND 5 
(Grade 6 and 7) 
Areas of Study 
including Learning Outcomes 
There arc rwn impnnant aspl'Cts to leaming at this stage. namely 
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l. drama ric skills and 2. content t~fthe dt:ama. Most of the rime these TWfl usJwcrs will fuse together and 
develop simulraneously. They are devidtd into two categories below ONLr rnr the purposes of 
simplicity and clarity. £~i•it n! 
Learning Outcomes 
These arC' C'videnr ·when the pupils master the necessary KNOWLEDGE. SI\ILLS. VALUES and 
A TTITCDES within the areas t~fstudy. Continuous Assessment, as well a., rhrfinal examination ai 
rhe end.-~{ Srd 5. is therefore essential. 
DRAMA TIC SKilLS 
1. Drama Processes 
l.i. The pupils should be encouraged to participate in whole class drama~ with sustained concentration. 
application. and engagement 
l.ii.The pupils should practise forming the drama in small groups without the direct intervention of the 
teacher. They must have opportunity to shape and rehearse their initial spontaneous 
improvisations and pett'orm them for the class group. 
l.iii.The pupils should become increasingly familiar with rudimentary element~ of drama. namely 
heginning. middle and end. focus, climax. language and mean in~. 
2. Group work 
2.i. Pupils must increasingly learn to work effectively together in a group. 
2.ii.Pupi!s must be encouraged to listen to each other and display toler:.mce r'or the idea<; and feeling~ of 
, 1thers. 
3. Language skills 
3.i. Physical communication: the pupils should understand the use of -"Pace. L:se different levels, 
infn1mal stagings. and transform the classroom space into a different ima,ginary environment 
f\lr example a wine farm in the Boland or a fishing tleet in Kalk Bay harbour. 
3.ii.Or:.!l Communication : the pupils should be encouraged to develop listenin~ skills. vocablury, 
tluency and clarity in communication situations and deal with fo1mal as well a' infonnal 
communication. For example: 
the presentation of a song. dance and poetry programme: or fi\·in~ a . .,peech of thanks. 
-l. Cultural Understanding 
.l.i. T c:Khers may use, or encourage the pupils to obtain and then us~. extr:Kt." from literature. poems. 
pi,:tures. photographs. newspaper articles. objects and discussi1m tP stimulate whole-class 
dramas. The class therefore works from stimuli to create dram:.! anJ o;plnre dramatic forms for 
presentation. 
4.ii.Each pupil keeps a Drama File in which all the material. for exampk th~· -..tniies and poems they 
\.."Ollect. are stored. These should be periodically checked by the t'-':H . "hl'r. The purpose of this 
fi 1e is that students learn to value their own research. 
5. Critical Skills . 
5.i. Th;:- pupils must have opportunity to discuss their dramas. to apprJJ-"r th~· L"1H1tent and evaluate their 
,1wn contributions. 
5.ii.Tiic pupils mu:;t be encouraged to question their own contJibution:- r.,,th 111 tenns of their 
: .. :nmmitment to the drama and the quality of the content. 
6. Initiative. creativity and leadership 
n.i. Th;:- pupils must be enl:ouraged to act on their ideas without prompt in~ i!"11111 the teacher. 
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6.ii.The pupils must be encouraged to respond creatively, intuitively and spontaneously within 
dramatic situations so long as ~ey are working with focus and conc~ntr..1tion. 
6.iii.The pupils must be encouraged to take responsibility for quality of dram:.~ they make. 
7. Presentation 
7.i. At some stage during Std 5. the pupils must devise. and present for pe:1.ntmance. theme 
prn~rammes or short plays on a specific theme. This pe.tformancr ma~ be accompanied by 
pn~ters or a visual display. Properties and costumes (a.l\ may be appn 1priat~ J could be created 
in .:bss from scrap materials. 
CONTE.'\'T FOR THE DRAMA 
!he pupi J:... find out about. or read, or are told, and then dramatise the pwb km:- '1r possibilities inherent 
m: 
7. Legends. Myths and Folktales such as the legend of the grave of Sjeik Yusuf. of Shaka paramount 
chief of the Zulus. of the Heks of Hex River. ~ 
8. Stories from history of Nonquasi's prophecy to the Ama-Xhosa: of the youth and student-days of 
Steve Biko: nf Emily Hobhouse: of Mujaji, the Sotho Rain Queen. 
9. EYents across the world such as the Laingsburg flood, the eruption l",f ~1oum Vesuvius over 
p,1mpeii. the Los Angeles earthquake or Neil Armstrong's moon walk. 
HI. Themes ~uch as war and peace, gangsters and water const1rvation expressed in stmies, poetry and 
dance drama and music or song. 
Assessment 
I. The f, d h ,wing scale is suggested for assessment purposes: 
-\ =Achieved and mastered very well 
B = Achieved and mastered 
C = Has achieved 
D =Is achieving 
E = Has yet to achieve (Fail). 
2.i. At r:.>~u!ar intervals during the year and at the end of Std 5 the pupil< Jegree of achievement of 
certain knowledge! values and attitudes evident in the Learning Ourcomes must be assessed in the 
tt~llowin~ categories. The percentage of marks awarded to each cater~nry i.-; indicated in square 
hrackets: 
I. 0!·<1mu Processes 
2. Gr,1up Work Skills 
3. L~n!!ua!.!e Skills 
4. Cult-ural l!nderstanding 
5. C1·irical Awareness 
n. lni:iative and/or Leadership and/or Creativity 
7. Pr,·:--.ent:.ltion 
[2(1] 
I i n l 





2.ii. ;-,;( .. -.Presentation must include an a,ssessment of each pupil"s cont.:·ibu:i"n to: 
7 .i. :he process of making up the theme programme or small play 
7.ii. the pe1t'ormance [which may be for another class] 




7 .iv. each pupil must submit their Drama File which contains w1itt~n rr~·, )rds of all their work in 
Std 4 and 5: for examples stmies. pictures, records of interviews. rep' ,n ... written on issues from 
hi~tnry and geography which they have researched. poems and any •lth:.::· material which has fed 
intn their drama work. 
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A TRIAL/PILOT SYLLABUS PROPOS.·\ L 
FOR 
DRAMA 
FOR JUNIOR SECONDARY STANDARDS IN THE WESTER'\ CAPE PROVINCE 
INTRODUCTION 
The nature of this document 
This i~ an outline proposal for a Drama syllabus for the fmal phase of compulsory schooling, namely 
Std 6 and 7 (Grades 8-9). The proposal is a working document and is open w completion. correction 
or improvement. 
The designers of this syllabus are Drama educators working in the Cape. The process so far has been 
broadly consultative and it is planned to continue that way. based upnn the view that as many drama 
teachers as possible should have a say in planning what they teach. The Drama syllabus committee 
view it as desirable that pupils and parents should also have access w the process. The names of those 
who have thus far contributed is to be found at the end 0f the document. C1py1ight of this document is 
vested in the compilers. 
Thu~ far the focus has been on pinpointing learning processes (including content) and defining 
outc~Hnes for the chief phases of the compulsory education. The next phase will involve obtaining 
feedback on the syllabus. possibly providing more detail. making the necessary additions, alterations 
and aJjustments as desired. 
Any per.;;ons (anywhere in South Africa) who feel that they can valu:.~bl~ contribute to the process are 
most welcome to write to the Syllabus Convenor, NAC PO Box 4/2. Athl,)ne. 7760. Tel. and Fax. 
No. 6971 ~81. Similarly should any person or organization consider that thi~ syllabus committee is 
duplicating work already done better elsewhere, this committee would be grateful for models already 
drawn up with which they are not familiar. 
Thl' nature of learning in, through and about Drama 
This syllabus takes the view that Drama is an active, experientially-based process through which 
stut.knt" learn about themselves. drama and their world within a specifically South Aftica-orientated 
appn1ach. 
Cultural familiarity 
Students who are beginnin!! with drama in Std 6 (Grade ~ i should w, •rk t n 'In the familiar and local 
towarJ~ the unknown and foreign. The teachei· needs to be sensiti\'e tl' the .. :ultural practices in the 
home b:.~ckgrounds of the pupils - whether diverse or uniform among :.~ cl:.~s-. - and reinforce respected 
cultu:·al mores of the pupil's home environments before posing altem:.~t1ve models. In other words the 
drama work should firstly have a local. South African tl;.tvuur. and ~c~o:Pndly a foreign frame of 
reference such as North African. Ametican or Western European. 
Research into Cultures 
One> uf the chief ways in which ce1tain groups and communities in S~>uth Atric.1 have been 
disadvant:.~ged or marginalised in the past has been through renderin~ th~tr home culture. aitistic works 
and cultural practices invisible by ignoring these in the school cmTicuium. 
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Teacher!' trained under the 'old system' may in many instances have to rt"dn:.·s:-. imbalances with 
respect w their customary point~ of referral and frames of reference. lniti~ll: this may mean that the 
teacher has to undertake some added research to find suitable mate1ial f11r drama: searching for st01ies. 
incident~. songs and plays which have local relevance and reference ra.the:· than employing. for 
example. stories or plays from a foreign tradition with which the teacher w:.~:-. supplied at teachers' 
college. 
If local stmies. dramas and cultural tmditions are refeiTed to. the back!:!rnunds and local traditions of 
pupils will receive regular reinforcement which will continually augment the pupils' self esteem and 
cnmmunity loyalty and pride. The value of this can not be over-empha.si~ed. 
Medium of Instruction 
The focus of the work in Dr-ama should shift depending upon whether the pupib are working in their 
mnther tongue or a second language. Obviously where the work is in a sewnJ language, greater 
emphasis will be placed on all aspects of communication, including gesture. li.·aening skills. language 
acquisition. language proficiency and practice, and the development of communicative clarity, fluency 
and confidence. Nonetheless the Drama class must not lose its dramatic quality and give way to rote 
learnin~ or transmission teaching. Learning in Drama is active and participatory. 
Assessment 
Assessment must be both continuous as well as summative and must focus upon the basic dimensions 
of Drama. namely the processes of participating, understanding and applying. Emphasis wil1 fall 
1m ensuring that pupils are given sufficient opportunities to practise the drama processes relevant to 
their age .;roup and consequently acqui1ing the necessary skills. knowledge. values and attitudes. 
Aspects ilf the syllabus must be assessed with due regard to theirrelati\·e importance. 
Assessmem needs to take account of whether pupils are studying drama :n thdr mother tongue or 
se<.:ond bn~uage. Working in second language may require a focus upnn lan~uage skills in drama and 
conseque-nt shift of the balance. of a.~sessment factors. FUJthennore seconJ language work may, but 
wi II not necessarily, adversely affect the acquisition of other skills. 
STANDARD 6 AND 7 
(Grade R and 9) 
Basic Dimensions 
15 
Learnin~ in drama is an active process. This process has three basic dim::-n~11111~ : the student 
PARTICIPATING in the drama leads to the student UNDERSTANDI~C. '(lmethin!! new which 
empowe:-s the student in APPLYING recently acquired knowledge in ne\\ l., 111texts. both within the 
drama class and beyond it. Looking at it another way around. applying a n~\\ skill or idea may lead 
the stud;:-nt to understanding a ne.w field of knowledge which may empc1wer:.: student to participate 
with rene\\'ed commitment and sharper focus. 
Drama Processes 
The thrc::- h:.tsic dimensions above are all skills heightened while learn in::; thrnu~h drama processes. 
At juni\lr secondary level -the last phase of GEC. the emphasis for participating. applying and 
understanding will be on PLA YMAKING through the means of rolepby. improvisation ~md 
dramatic situations. 
roleplay 
improvisations dramatic situations 
PLAYMAKING 
communication through language and movement 
Areas of Study 
Ther!' ,,,.c FOUR major areas r?fstudy. Each covers a d~f(erent field~~( /nJrnin.t.:. Two school terms 
shnuid he spent upon each. 
1. Communication projects 
l.i. Dn·elopment of communication skills for discussion and conver~aii• 111: li~tening. negotiu.t.ing, 
structurinf and articulating an argument clearly. 
l.ii. D .. bates. forum discussions and symposiums- including readin~ ami inte!,·iewing reseaYch. 
!.iii. F, 'rmal and informal oral presentations, for example explainin~ hP\\. tl • make ginger beer. or a 
speech :n persuade the class to participate in a recycling project. 
l.iv. lmpnwisations, roleplays and whole-class dramas. 
For example: A young woman is being prosecuted in cou11 fnr t>e1n~ in possession of drug~. 
E:.~ch member of the class a.~sumes a role. such as prosecutor. juJ~:- ;.tnJ jury. The ca~e is 
:.~rgued. 
2. Social Drama 
~.i. Th;:- Jr:.~ma processes nf roleplay. improvisation and dramatic situ:.~!i• 1 n:- ~h· ll .. ;ld be used to explore 
social and personal issues relevant to young people in South Aftic:.t. 
~ .. ii .. Through the selective use of drama processes studenL" wiil ha"~ ''Pr• •nunity to: 
- ~1c exposed to, 
- i..'Xperience at first hand in a controlled situation. 
- ~mntionally engage with in a controlled situation .. 
- ret1ect upon, 
- lTitically deconstruct 
a ran_::,· ,,f infn1mation and attitudes stemming from contentious and ~t>n~iu':: is~ues. 
Fur ex;..tmple: 
2 .. iii .. Role play: A job interview 
~.i\'. Improvisation: 
a l A teenager breaking the news of her unexpected pregancy t1 • lwr : ;mli ly .. 
b l A food vendor being harassed at a taxi rank. 
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2.v. Dramatic situation: 
a) Security guards. harassed and threatened. hold a meeting t0 decak what course of action to 
take to improve their conditions of employment: 
b) A troupe of youth scouts who are engaged in a beach litter ck:m-ur project are made fun of 
by holiday-makers. 
cl A nearly illiterate old-age pensioner wants to send a parcel t11 her dau~hter in the city. but 
the harrassed Post Office Clerk refuses to help. 
~-vi. Interview: 
a) A group of farm workers feel that access to the law is alway.-; hey111H.l their reach. They 
approach the local Legal Aid Clinic for advice. The legal advisor comes to the farm to find out 
what the problems are. 
b\ A teenager is anxious about his/her sexuality. The teenager Jppruaches a youth counsellor 
for ad"ice. 
2.vii. !\1edia Reporting: 
a) Three newspaper reporters, one from the local weekly newspaper. nne from a city daily and 
nne from a conservative. fundamentalist monthly: report on the problems that food vendors 
experience with their clientele at taxi ranks. They support their \'iews on television. How do 
their reports and views differ? 
3. Cross-cultural Drama Studies 
3.i. Students explore different cultures, represented within the class group. Slluth Aftica and abroad (as 
is appropriate), with respect to: 
3.i.a. research (written and oral eg. interview) into the origins and meanin~s of cultural practices to be 
utilised in playmaking, 
3.i.b. dramatic and theatrical f01ms in the different cultures. 
3.i.c. rituals. myths, songs and dances of different cultures. 
3.i.d . ...:ultural signifiers at issue today. such as local statues. the national tlag. the anthem; 
3.i.e. e'\tracL<; from play texts which deal with this issue. 
Fllf example: 
3.ii. Role play: A young Moslem woman questions her new emph,yer'~ rulin~ that she may not wear 
her traditional clothing to work. 
3.iii. lmproYisation: A student from a rural area moves with his family w a large city. His new 
classmates confront him about his lifestyle and 'old fashioned ways' 1 ref. D. E.T. Boys High). 
3.iv. Playmaking: A Jewish family's response when the middle daughter announces her intention to 
marry a Ch1istian (ref. The Fiddler on the Roof). 
4. Pla~·making Project 
4.i. Pla~·making requires that a central idea, facilitated by the teacher. be (ry~talised into theatre fonn 
by the students. either as a whole class or in small groups. Th;.- pr~)ces:- should sustain for a 
term and involve oral and w1itten research on the topic. impr1 '\'tsatiPn. roleplay or 
characterisation. a skillful use of the elements of drama. nameh t'll~,.·u:-.. tension. dramatic 
...:ontext. mood and dramatic symbol. The process will culminJ.te 111 the pe1t.onnance -:.for 
fellow students or at a school function as is appropriate. 
4.ii. F1lllnw up must include a critical appraisal of the process and pre:-.enteLI play by means of 
discussion or written review: . 
4.iii. ;1 \\'ritten record from each student recording the process: 
- their personal responses to the project. 
- an analysis of their own project's dramatic su·ength:- :.1nd weaknesses. 
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Learning Outcomes 
Through participating in. understanding and applying 
- the research skills of questioning, listening and reading 
- roleplays 
- dramatic situations 
- improvisation 
-verbal communication and movement skills 
- playmaking 
by the end of Std 7 the students _;.;hnuld possess the following skills. knowledge. values and attitudes: 
I. Be able to listen, question. dearly argue or explain. negotiate and compromise within a dramatic 
context. and somewhat in real life situations. 
Bt' aware. and have developed a degree of mastery. of the change~ of lan~uage style and manner 
demanded by different contexts, particularly the shift from formal t1• mformal contexts. 
3.i. L" se language to adequately express their acceptance or rejection of certain social behaviours and 
substantiate their preferences with reasons. 
3.ii.Be able to tolerate the opinions of others. 
4. Ha\"e the confidence to offer ideas and explore or test them with commitment in improvisations. 
5. Bt> able to use the drama processes with sufficient flexibility and confidem;e so that the drama 
structures become a safe arena within which students can test the upinions and values they hoid 
dear. and explore sensitive social and personal issues. 
6. Ha\"e researched, shared. explored in drama processes. recorded ar.d crnic:.~lly appraised, such 
aspecLs as the customs. attitudes.-dtuals. values and more:-. of :heir, •wn and some other 
cultures. 
7. Have employed drama processes to develop empathy with. and re~pec: lor other cultures. 
X. 1-bve mastered the drama processes sufficiently to use them efft'cuv::>l~ f1•r playmaking in class 
groups. 
Assessment Checklist 
The t;:~chn needs to ensure that the pupils have achieved :.1 degree ''! mast~ry of the skills. knowledge 
and \·aiues stipulated below. 
Drw' rhc srudmr have ihe ahi!iry ;.o: 
1. Drama processes 
l.i. En~:.tge and function within the dram:1 processes with -.;incerit~ :,n~ :•b,, ···~ri.m. 
l.ii. Recngnise the value nf these processes. 
!.iii. BL~ f:.~miliar with the elements of drama: dramatic sh~pe. focu:--. t;:n~l••n. language. narrative, mood 
and dramatic symbol. 
2. Group work skills 
2.i. T• derate other people's opinions and.cultures and yet value one··' •'\' n. 
2.ii. Listen. negotiate. compromise 
2.ii i. Work with confidence. 
3. Language Skills 
3.i. Structure and articulate thoughts. express feelings and ideas in '-' nr~b ;~thl movement. 
3.ii. l indersrand the apprnpliate use of verbal and non-verbal langu:.~~;: in Jiffe;-ent dramatic contexts. 
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4. Cultural Understanding 
4.i. Understand one's own and other people's cultures. 
4.ii. Be sensitive to cultural differences and know how these are expressed throu~h folktales. rituals. 
customs etc. 
4.iii. Write a coherent record of the research undertaken into different cultur~·:-. and the drama 
structures with which these were explored on the course. 
5. Critical Awareness 
5.i. Pinpoint differences and similarities in theatre forms and styles of pre:--entati(ln. and analyse these -
through an increasing understanding of drama processes. 
5.ii. Pinpoint cultural differences. similarities and the student's own preferences- through increasing 
cultural understanding. 
5.iii. Record events and perceptions with critical awareness. 
6. Initiative. leadership and creativity 
6.i. Are one or more of these qualities evident in the drama work so that they positively enhance the 
student's contribution? 
7. Presentation. 
7.i. Present a playmaking project a.tising out of 3.Cross-cultural Drama srudies OR 4.Playmaking 
pn~iecr. This constitutes a major part of the GEC final examination and is assessed in the latter 
half of Std 7. It must include an assessment of each pupil's contribution to: 
7 .i.a) the process of making the play and performing it 
7 .ii. b) mastery of the elements of drama so that these serw the meaning of the play 
A~D 
7 .iii.c) each pupil must submit their Drama File which '-·ontain~ written records of 
their work in Std 7 and their report on the final playmaking examination project. 
Assessment 
Cnnventi(lnal assessment symbols applied to Drama would indicate th:.:- f<oliPwin& standards of work: 
A : Excellent 
8 :Very Good 
C :Good 
D :Fair 
E : Satisfactory 
F : Unsatisfactory (FAIL) 
A r rhe end r~f Std 7 the Assessment Checklist above should be applied Tt • a sst'.\'.\ The' quality of the 
srudenr'.' work in Drama. The percentage of marks awarded fnr the year·., \\"(Irk in each categnry is 
indicared fn hrackets: 
1. Drama Processes 
2. GrPuo Work Skills 
3. Lang~age Skills 
4. Cultural Understanding 
5. Critical Awareness 
6. Initiative and/or Leadership and/or Creativity 












A TRIAL/PILOT SYLLABUS PROPOSAL 
FOR 
DRAMA 
FOR SENIOR SECONDARY SCHOOLS IN THE \\'ESTER' C:\PE PROVINCE 
INTRODUCTION 
The nature of this document. 
This i:-- an outline proposal for a Drama syllabus for the final phase of secondary schooling which is 
voluntary. namely Std 8.9 and 10 (Grades 10-12). The proposal is a working document and is open to 
completion. correction or improvement. 
The designers of this syllabus are Drama educators working in the Cape. The process so far has been 
broad I: consultative and it is planned to continue that way. based upon the view that as many drama 
teachers as possible should have a say in planning what they teach. The Drama syllabus committee 
view it as desireable that pupils and parents should also have access w the pr1)cess. The names of 
those whr' have thus far contributed is to be found at the end of the do;;~;ment. Copyright of this 
document is vested in the compilers. 
Thus tar the focus has been on pinpointing learning processes (including content) and defining 
outcomes for the final phase of Secondary Education. The next phase will invnlve obtaining feedback 
em the s:'llabus. providing more detail. making the necessar~· additions. ;.lltc:·ations and adjustments as 
desird. 
Any pers1li1S (anywhere in South Aflica) who feel that they can valuably conuibute to the process are 
most \\ dcome to write to the Syllabus Convenor, NAC. PO Box 47:. Athlune. 7760. Tel. and Fax. 
No. fiU-:'1 ~~I. Similarly should any person or organization consider that thi." syllabus committee is 
dupli,:ating work already done better elsewhere, this committee would he grateful for models already 
drawn up with which they are not familiar. 
The nature of learning in, through and about Drama. 
This ,~·!Iabus takes the view that Drama is an active. expeiientially-ba....,~d process through which 
student-; leam about themselves. drama and their world within a speciticaJiy Snuth Africa-mientate.d 
appruach. 
Cultural familiarity 
Alth, ~u~h Drama frequently is developed in the realm of the imaginary . ..:hildren in the first years of 
schP•'Iin~ shPuld work from the known. the familiar. the evervdav. t•'\\':.trJ' th~ unknown and 
unfamili;r. The teacher needs to be sensitive to the cultural p·ractices curn.·nt 111 the horne backgrounds 
of th>:' ;1upils- whether diverse or unifonn among a class- and first!: I~ll11•tl\:e respected cultural 
more, ,,f the pupil's home environments before posing alternative mP<.kb. In llther words the drama 
wnrf; ,huuld firstly have a local. South African flavour. and second!~ ;1 "'n.~1~n frame of reference such 
a.'!\, 1rth African. American or Western European. 
Research into Cultures 
One , ,j the chief ways in which ce1tain groups and communities in S· 'uth :\t"rica have been 
disad,·;mtaged or marginalised in the past has been through rende1in~ t:1::1:· 111 'me culture, a1tisti<.: works 
and cultural practices invisible by ignoiing these in the school CUITiculur.1. 
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Teacher~ trained under the 'old system' may in many instances have to reJr~~.' imbalances with 
respect w their customary point-. of referral and frames of reference. lniti;1ll~ thi~ may mean that the 
teacher has to undenake some added research to find suitable material f1 1r Jr;una : searchin!! for 
stories. songs and plays which have local relevance and reference rather than ::mploying. for example. 
stories frnm a foreign tradition with which the teacher was supplied at tea..:h~~:< college. 
If local sto1ies. dramas and cultural traditions are referred to. the back!!n lllni.b and local traditions of 
pupils will receive regular reinforcement which will continually augment th:: pupils' self esteem and 
community loyalty and pride. The value of this can not be over-emphasisctl. 
Medium of Instruction 
The focth of the work in Dmma should shift depending upon whether the pupib are working in mother 
tongue Pr a second language. Obviously where the work is in a second languJge. greater emphasis will 
be placed on all aspects of communication, including gesture. listening skill.-... language acquisition, 
language proficiency and practice. and the development of communicative clarity. t1uency and 
confidence. Nonetheless the Drama class must not lose its dramatic quality and give way to rote 
Jearnin,g nr transmission teaching. Learning in Drama is active and panicipat0ry. 
Assessment 
Drama must be offered on Higher Grade and Standard Grade. 
The situation has pertained in South African schools in which pupils did not knnw what critelia were 
being emplnyed to assess them. Therefore the assessment policy should ;~im f(l; clarity and 
transparency. 
Asses~ment needs to take into account that many pupils will be studyir.~ dramJ in a second language 
and the!\'t.ore there may need to be particular emphasis 0n language skill~. Furthennore working in 
second language may affect the acquisition of other skills. 
Assessment must be both continuous as well as summative. Assessment~ which focus upon the 
prncesse~ of participating. understanding and applying (both dramatically. 11rally and in wliting), by 
means ',f research records and reports, reviews, class preparation a.nd panic~patinn as well formal 
peti"nml ances and written examinations must be employed to accurate!~ nwr. i t11r the students' 
prngres~. 
Aspect~,,( the syllabus must be assessed with due regard t0 their relatiw imp1•!Unce. 
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DRAMA SYLLABUS FOR Stds 8, 9 and HI. 
Basic Dimensions 
Learnin~ in drama is an active process. This process has three basic dim~·n'l''n~. namely 
PARTICJPA TING in the drama which will lead to UNDERSTANDING \\ h11.:h empowers a student 
in APPL YI'!\'G recently acquired knowledge in new contexts. both within til~· dr:.~ma class and beyond 
it.· Lonkin~ at it another way around. applying a new skill or idea may lead t'' understanding a new 
field of knowledge which may well empower a student to participate with r~newed commitment and 
sharper f1 'CliS. 
Drama Processes 
These thn:e dimensions are a11 skills heightened while learning through drama processes. At the · 
Fu1ther EJucatinn Cenificate level. the emphasis for participating. appl~ in:,! and understanding will 





communication through movement 
communication through language 
Com pie H.' list of setwork and teacher reference books for Stds 8 to HI 
A CONriSE HISTORY OF THE THEATRE, Phyllis Hartnoll. Th:une~ and Hudson. London 1989. 
ACTI!\G WITH STYLE. John Harrop and SR Eipstein, Prentice-Hall. Englewood Cliff<;, NJ, 1982. 
SOES\-1:\:\ AND LENA AND OTHER PLAYS, Athol Fugard. Oxford Lni\'ersity Press. Oxford, 
Jll7l'\. Plays included are: 
8·•esman and Lena. The Bloodknot, People are Livin£! There. Ht'IIP and Goodbye. 
COMPLETE WORKS. William Shakespeare. 
DRAM:\ WISE. John O'Toole and Brad Haseman, Heinemann Educatilmal. Lnndon. 1988. 
E!\IGI!\EERS OF THE IMAGINATION, Tony Coult and Baz Kersha\\. \1ethuen. London. 1983. 
GAMES FOR ACTORS AND NON-ACTORS, Augusto Boa!. Routled~e. Lllndon. 1992. 
PLAYS FOR THE THEATRE: AN ANTHOLOGY OF WORLD DR:\\1A ~~rd Edit.) ed. OG 
Brockett & L Brockett. Holt Rinehart & Winston. New York. llJ79. Pl;.tvs included are: 
Ot>dious Rex. The Menaechmi. The Second Shepherd's Pla\'. Kin:; Lear~ Tartuffe, The Scbool 
l•'l' Scandal. The Wild Duck. from Morn till Midnight. The GcH•I.l W11man of Setzuan. The 
rNath of a Salesman. The New Tenant, A Raisin in the Sun. Strr:!m~rs. 
SOLTH AFRICAN PLAYS: NEW DRAMA FROM SOUTHER~ AFRICA. sdected & ed. Siephen 
Gra\'. Nick Herne Heinemann. London. 1993. Plays included are: 
SPmewhere on the Border. The Hungzy Earth. Over the Hill. Curl ur :llld Dve. Just like. Home. 
THEATRE AND CULTURAL STRUGGLE IN SOUTH AFRJCA. Rnt'~n K:1,·:magh. Zed Books. 
L1 1ndnn. 1985. 
TRITS: \115. MIRAKEL. DRIF. Reza de Wet. Haum Literer. Pretoria. 1 ()ll~. 
WOZ.'\ :\FRIKA~ AN ANTHOLOGY OF SOUrH AFRICA!'\ PLAYS. ,~·k~·ted & ed. Duma Ndlovu. 
<It> urge Braziller. New Y nrk 1986. Plays included are: 





Dqmawise. Games for Actors and Non Actors. 
For Students: 
Twn play-. to be chosen for study from the following list: 
Drif. Curl lip and Dye. Woza Albett! and You Strike the Woman vou Strikt' the Rnck. 
Areas of Study 
Thi-; year t ,f study is divided into twn equal halves: 
January - June 
1. Elements of Drama 
I. 1. The element.;; of drama provide t~e framework for the study of drama. They are categorised as: 
the h~man context. focus. tension. space, time, movement. language. mPod. symbol and 
meamng. 
1.2. The student'> study the elements of drama in the context of small scene presentations from 
Dramawisr in which each student is involved. They also study the element' nf drama by means of 
reading and discussion. 
1.3. The students display their understanding of the element<; of drama in iJerftllmance of scenes from 
the set t("\l (Drif or Curl Up and Dve orWoza Albert: or You Sttike the \\'Pman You Sttike the Rock). 
1.4. The ,rudents write an essay citically analysing the use of dramatic element.' in relation to the 
present;:·J scenes. 
Julv- Dr.cember 
2. Drama and Theatre for Social Action 
This ar'-'~! nf study deals with theatre and its role in development. It sht1uiJ fp._·us on creating plays for 
consciemising or social action. 
:.1. Th,· student-; study Boal's Games for Actors and Non Actors practii.:ally and theoretically to 
understand theatre as a way of exploring cultural, political and sociai i.,~ue' th:.~i ~r~ relevant to their 
cnmmunit\·. 
Th~· "luGients devise plays fer sttcial actien. In small gr()up~ they: 
i i<lentify an area e~af sscial. political, ec•n8mic mr cultural ct~ncern. 
ii ioentify a target amiience for wh8m this issue is relevant. r-.r ~·'.ample:· fann Wllrkers an~ 
~dce\holism· is fievised in a mral senier seccmdar\' ~cht)o! fer f:.1rm,,on:~·:·,. 
iii research into the issue. fer example intervie\ving IGH.:al bnn '' on;(~r'. local legal aid clinic, 
n~·,,·sJ!lafters and churches akleut preblems. 
I,. playmaking afOUnS the iSSUe Which inv~}ves: 
· use Q>f research in eramatic actitJn 
· impr(!)vising and/er sctipting the play 
- rehearsing the play to reinf«~rce..its dramatic (I!Uality 
- expl151ring audience pa.t1icipatitm 
,. presentati~n ttf the JDr~~tject to target audience 
:.:; Th,· ~tudent-; submit a wlitten record. evaluating the prnce~s of pL!~ m:t~1;1:: :tnd presenting within 




Acting ,_,·i:h Stvle. Theatre and Cultural Struf:gle in South Africa 
rRefer r:1L·k w Games for Actors and Non-Actors) 
For Stu,knts: 
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Asinum::i:. Bnrn in the RSA or The Hungry Earth. A Concise- HistorY"' ·!::· Th:'atre and relevant plays 
from PI::'' t"nr the Theatre: An Anthologv of World Drama. 
Areas of Study 
This ~·,·;:r ,d· study is divided into two equal halves. 
Januan -June 
1. So.uth African Theatre 
1.1 H!:--.!1 1r:·. trends and foci of South African Theatre. HO\\' Apartheid an;.l th~· ~:ultural hegemony of 
the p: . .t.<.:i manifest'\ in theatre. by means of: 
'\·..,nue. target audience and funding. 
: i Role of director, actor. playwright and audience. 
n: S u biect matter 
, ' ChU:racter 
L' se of language 
\ i Structure of plays 
... , Music and dance 
,.! 1 Staging and visual elements 
antl h· .,,_ th;:'st' elements inform the purpose and the meaning of th;:- rL:: Ii~ n.' t~Istotical context. The 
hist,,rk::; n~'rinds to be studied are: 
· The Township Musical of the 1950s (Kente etc) 
Black Consciousness Theatre (Manaka. Maponya l 
Fugard and the development of group devised theatre 
Afiikaans Theatre 
., Protest Theatre 
\~/ orker Theatre 
Current theatre trends: 
satirical revue 
rhysical theatre 
i .~ T:·.~· ,wdent' explore the theory and working methods of Grot'''' ,f:; :11hi lh;:-cht throu!!h rehearsin!! 
and r~·:·;tl;·min~ scenes from Asinamali and Bo;n in the RS.A. or Th·.' H·t·" ..... 1::trth respectively. '"" 
.lui\' · : ':·:~·mber 
., \\ nrld Theatre 
2.1 S:. ,;~·:1t.-- must study four from the following categnrie:-.. ,,·ith a: :~·::--: :1: :: ,,m eo.H.:h category: 
-· .. :1 \h/est European Theatre .. 
Cl:issical Greek Theatre 
\·kdie\'al Drama 
C.1mrnedia dell' Arte 
!~lizabethan 





Engineers of the Imagination. Acting with Style 
For Students: .. • :5:-. 
Relevant plays from Plavs for the Theatre: An Anthology of World Drama. 
·:;..:·· 
Areas of Study 
T~ year of study is divided into two halves: 
January -June 
The students two major areas: Acting and Production and Alternative Theatre. 
1. Acting and Production 
The students study: 
i text analysis and concept 
11 methods of characterisation (with specific reference to Stanislavsky). 
111 design and stage craft 
iv directing 
both theoretically and practically. The work is process orientated and exploratory. The students 
explore these areas by working on .sc~ne extracts in groups. The students decide on: 
a) the concept that they would like to work with in relation to their interpretation of the play extract. 
b) how character should be approached and presented in relation to their concept. 
c) how the concept can be directed and realised visually. spatially and aurally through the dramatic 
elements. 
The focus is on the student" expetimenting with these elements and not producing a product. 
The students: 
-share their work. discuss ideas and offer critical commentary. 
- may use a text from the reading list of their choice. 
-record and critically comment on the exercises used and discoveries made in this process. 
1.2 Alternative Theatre 
The student" research one of the following areas of study: 
i Political Theatre 
n Altaud' s Theatre of Cruelty 
111 Street Theatre 
IV Theatre for Africa 
v Dance Theatre (for example the J azzrut Dance Theatre) 
vi Theatre in Education 
1.2.a. Based on their research. the students in small groups. devise a short piece of theatre (1 0 mins) 
that demonstrates their creative understanding of their ru·ea of study. , 
1.2.b. The students are required to present a paper which critically evaluates their research. process and 
presentation. 
July - December 
2. Devising a play 
This semester's project together with a written examination, constitutes the final FEC exam. 
2.1. The student~ are required to go through the process of devising and presenting a play for an 
audience. 
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The students mu.st: 
choose an idea. theme or issue that interests them. 
i i deYise a piece of theatre around their choice 
The final presentation must incJude: 
111 dialogue 
1 ,. characterisation and character relationships 
'" a critical awareness of visual and aural elements 
,.1 an appropriate use of stage space 
vii a chosen style eg comedy, farce, protest theatre etc 
It can include: 
''111 narration 
ix monologues 
x dance. song and poetry 
x1 costume 
2.2. The students are required to write a long essay that outlines: 
i the aims and objectives of their play 
11 the theoretical framework of the practitioner/ method/ !'tyle subsctibed to in the play. 
111 a critcal evaluation of the·perlormance(s) in relation m their aim~ and objectives and their 
actor/audience relationship. 
1 ,. a critcal evaluation of the process 
" a record of research 
v 1 a copy of the script 
The kaming outcomes serve as fmther guidelines for the accompli~hment of the task. 
2.3 . . ; written examination of 2 hours. This examination tests the student·: understanding of the final 
tWP ~·cars of study.. 
Learning Outcomes 
The prn,iects must ensure that opportunities for student<> to Jearn and be a..o,;se~sed in drama-
indiYtciually and in small groups- through participating in. understanding and applying 
- oral and reading research. 
- active theatre work 
- nral and written ciitical comparisons and evaluation 
are all provided. 
By the final examination student-. should possess the following SKILLS. K~OWLEDGE. VALUES 
& .~ TTITUDES evident in drama processes and relevant to the selected pr(ljects. (These skills are 
numrer~J. but are not sequentially achieved.) 






Phm for. undertake and complete a perlormance or presentatiun:d rr~~iect and submit all the 
required research submissions associated with the project. 
Oocu ment. using a drama vocablury, the processes undenak~ n f~11· a pn '.iect and apply 
comparisons from general drama knowledge. 
l);:,>rnonstrate in improvisation. playmaking, theatre work and examin:.~tinn answer an · 
understanding of the influence of the cultural and/or historital context upon the meaning of 
the'. drama. . 
.-\ppreciate that drama and theatre depict the meanings we make uf t~ur <,tlciety: and identify what 
tlrama and theatre contribute to South African societY. 
\~ake drama that reflect~ sensitivity. commitment and an ~nderstatllli!lg 1 ,f aesthetic 
considerations. 
t1. \\.1lrk with drama processes alone and in groups with confidence. self discipline and some 
organizational skills and initiative at times. 
7. Identify and utilise the ba..;ic elements of drama to achieve a sp:.>cit'1..: dramatic meaning. 
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8. Identify and work with some variety of dramatic forms and conventions of presentation in a 
wav that demonstrates that theatre communicates meanim! throu~h !11rm. 
9. Demo~strate in performance. discussion or written work, both the J;n~i< ,pment of critical thinking 
skills relevant to understanding drama and theatre and some tolerance of and interest in 
the attitudes and viewpointo;; of others. 
I 0. Be aware of the importance of verbal and non-verbal communication :-kills. and depending upon 
the nature of the project. whether the student is working in mother h mgue or second language, 
the emphasis in communication skills may fall on clarit)·~ fluency ,,r Yariety of language 
styles. 
Assessment 
Conventional assessment symhnls applied to Drama would indicate the foll(l\\'ing standard of work: 
A : Excellent 
B :Very Good 
C :Good 
D :Fair 
E : Satisfactory 
F : Just Adequate 
G (FAIL) Unsatisfactory 
The teacher needs to ensure that the pupils have achieved a degree of mastery of the skills, knowledge 
and values stipulated in the following table. 
In Std S. lJ and 10. the value awarded to each of these critetia will varv. At the end of matriculation, 
calcul:.ttmg Higher Grade out of 400 marks, the number of marks av..-arded each category is indicated. 
PERFORMANCE 
Drama Processes 





1!\/ITIATIVE, CREATIVITY and LEADERSHIP 





















Contributors to this syllabus are Drama and language teachers worh.in:,.! in the contexts of 
primary and secondary Schools. teacher colleges and university. Tht>ir names follow: 
Yvonne Banning 
Lichelk BatTv 
Carol Beck · 
Caroline Calbum 
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